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  Ozzy	  [Osbourne]	  warned	  the	  press	  that	  [Master	  of	  Reality,	  (1971)]	  was	  going	  to	  be	   “the	   heaviest	   thing	  we’ve	   done.	   It’s	   going	   to	   be	   heavier	   than	   before	   because	  that’s	  what	  people	  want.	  I	  don’t	  know	  if	  Led	  Zeppelin	  made	  a	  big	  mistake	  or	  not	  with	  their	  third	  album,	  but	  personally	  I	  think	  a	  lot	  of	  people	  were	  disillusioned.	  If	  we	  ever	  decide	  to	  go	  acoustic	  with	  the	  band,	  we	  would	  do	  it	  gradually.	  But	  at	  the	  moment,	  people	  want	  heavy	  music,	   the	  heavier	   the	  better”.	   (Popoff,	  2006,	  p.55)
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Abstract	  The	  development	  of	  technology	  and	  the	  resulting	  influence	  on	  a	  specific	  genre	  of	  recorded	  music	  provide	  the	  central	  motivation	  for	  this	  thesis.	  Record	  production	  has	  become	  an	  increasingly	  important	  part	  of	  contemporary	  musicology,	  with	  the	  recorded	  artefact	  being	  so	  easily	  accessible	  via	  digital	  archives.	  Seminal	  texts	  such	  as:	   The	   Art	   of	   Music	   Production	   (Burgess,	   2013);	   The	   Cambridge	   Companion	   to	  
Recorded	  Music	   (Cook,	  Clarke,	  Leech-­‐Wilkinson	  and	  Rink,	  2009);	   and,	  The	  Art	  of	  
Record	   Production	   (Frith	   and	   Zagorski-­‐Thomas,	   2012),	   have	   contributed	   to	   the	  growing	   research	   surrounding	   the	  Art	   of	   record	   production,	   complimenting	   the	  publications	   that	   document	   the	   practise	   and	   technicalities	   of	   record	   production	  (Hosken,	  2011;	  Katz,	  2007;	  and	  Rumsey	  and	  McCormick,	  2006,	  for	  example).	  	  This	   study	   focuses	  on	   the	   relationship	  between	   technology	  and	   recorded	  Heavy	   Metal	   (HM)	   music	   between	   1969	   and	   2015.	   Using	   a	   semi-­‐structured	  interview	   technique,	   Interpretative	   Phenomenological	   Analysis	   has	   been	   used	   to	  develop	   an	   acute	   and	   informed	   understanding	   of	   how	   recording	   technology	  developments	   have	   influenced	   HM	   music	   production,	   through	   a	   series	   of	  interviews	  with	  renowned	  record	  producers.	  These	  experts	  were	  chosen	  because	  of	   their	   position	   held	  within	   the	  HM	   community	   and	   the	   key	   albums	   they	   have	  produced.	   Overall,	   their	   careers	   can	   be	   delineated	   between	   1969	   and	   2015	   to	  provide	  a	  view	  of,	  what	  could	  be	  considered,	  both	  a	  revolutionary	  and	  transitory	  stage	  for	  HM	  music.	  	  The	  anticipated	  and	  potential	  uses	  of	  technology	  were	  identified	  as	  super-­‐ordinate	   themes	   through	  an	  analysis	  of	   the	   interview	  data.	  These	   larger	   themes	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can	  be	  sub-­‐divided	  into	  subordinate	  themes,	  which	  are	  (respectively):	  the	  impact	  of	   expectations,	   industry	   and	   external	   influences;	   and	   the	   presence	   of	  technological	   dichotomies,	   affordances	   and	   aspirations.	   The	   tensions	   caused	   by	  these	   themes	  highlighted	   issues	  of	   fragmentation	  within	  HM	  record	  production.	  The	  development	  of	  technology	  has	  changed	  the	  ways	  in	  which	  record	  producers	  experience	   record	   production,	   as	   technological	   affordances	   and	   commercial	  influences	  change	  the	  recording	  process.	  This	  fragmentation	  led	  to	  the	  discovery	  of	  a	  possible	  conceptual	  shift	  within	  record	  production:	  performance	  events	  are	  perhaps	  submissive	  to	  performance	  enhancement.	  	  This	  research	  provides	  an	  understanding	  of	  how	  technology	  has	  influenced	  recorded	  HM	  music.	  This	   insight	   is	  drawn	   from	  the	  experience	  of	   those	  directly	  involved	   in	   its	   creation.	   A	   method	   for	   approaching	   the	   place	   of	   technology	   in	  music	   production	   is	   set-­‐out	   and	   this	   could	   be	   utilised,	   or	   adapted,	   for	   further	  research	   within	   music	   production;	   it	   could	   also	   be	   applied	   more	   generally	   to	  explore	   technologically	   influenced	   creative	   production	   in	   the	   arts.	   For	   example,	  the	  use	  of	  digital	  processes	  in	  photography	  has	  had	  a	  similar	  impact	  on	  both	  the	  retail	   and	   creative	   industries	   in	   the	   sector;	   a	   similar	  pattern	   can	  be	   seen	   in	   the	  music	  industry	  due	  to	  relatively	  inexpensive	  editing	  methods	  compared	  to	  earlier	  analogue	   procedures.	   Therefore,	   a	   similar	   study	   could	   investigate	   the	   working	  practices	  of	  photographers,	  both	  within	  the	  capture	  and	  editing	  of	  photographic	  work.	  In	  addition	  to	  the	  transfer	  or	  application	  of	  this	  method,	  a	  data	  set	  has	  been	  created	   that	   captures	   the	   experience	   of	   HM	   music	   production	   from	   a	  phenomenological	   perspective,	   highlighting	   wider	   implications	   for	   recorded	  music	  production	  more	  generally.	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1 Introduction	  The	  focus	  of	  this	  research	  is	  the	  creation	  of	  Heavy	  Metal	  (HM)	  music	  and	  the	  use	  of	   music	   technology	   by	   the	   people	   working	   within	   its	   production.	   This	   is	  approached	   by	   addressing	   the	   following	   question:	   how	   has	   the	   development	   of	  technology	  influenced	  recorded	  HM	  music?	  This	  question	  allows	  the	  development	  of	  a	  broad	  understanding	  of	  what	  constitutes	  recorded	  HM	  music,	  whilst	  focusing	  on	   the	   technological	   changes	   that	   have	   potentially	   influenced	   HM	   record	  production.	  	  	  The	   twenty-­‐first	  century	  affords	  a	  rich	  source	  of	  creative	  opportunity	   for	  practicing	  musicians	  and	  a	   freedom	   to	  produce	  music	   that	   satisfies	   a	  boundless	  artistic	   vision.	   Technology	   affords	   those	   who	   could	   be	   described	   as	   amateur	  music	   makers	   the	   opportunity	   to	   record	   music	   with	   ease.	   Théberge,	   in	   The	  
Cambridge	  Companion	  to	  Pop	  and	  Rock,	  (Frith,	  Straw	  and	  Street,	  2001)	  discusses	  the	  availability	  and	  affordances	  of	  music	  technology,	  and	  suggests	  that:	  
[…]	  a	  precondition	  for	  popular	  music	  making,	  technology	  must	  be	  understood	  as	  both	  an	  enabling	  and	  a	  constraining	  factor	  that	  acts	  in	  complex	  and	  contradictory	  ways,	  blurring,	  in	  many	  cases,	  the	  distinctions	  between	  these	  otherwise	  discreet	  stages	  in	  the	  circulation	  of	  music.	  (p.	  24)	  Democratisation	   of	   technology	   turns	   our	   mobile	   devices	   into	   pocket	   sized	  recording	  studios	  (Leyshom,	  2009),	  whilst	  affordable	  solutions	  and	  emulations	  of	  previously	  exclusive	  computing	  and	  recording	  technology	  are	  available	  for	  instant	  download	  via	  the	  Internet.	  Music	  technology	  is	  now	  more	  widespread	  and	  enables	  a	  new	  sense	  of	  creative	  musical	   freedom;	  music	  producers	  command	  a	   limitless	  array	  of	   technological	   choices	  within	   the	  process.	  The	   level	   of	   interest	   in	  music	  technology	  can	  also	  be	  witnessed	  in	  the	  widespread	  educational	  programs,	  both	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within	  higher	  education	  and	   independent	   training	   facilities	   (Boehm,	  2007).	  This	  research	   aims	   to	   move	   towards	   an	   understanding	   of	   how	   the	   development	   of	  music	  technology	  has	  influenced	  recorded	  music.	  This	  development	  is	  explored	  in	  conjunction	  with	  the	  evolution	  of	  HM	  music	  and	  the	  unique	  relationship	  HM	  has	  with	  the	  technology	  used	  to	  record	  it.	  	  	  Music	   production	   incorporates	   the	   presentation	   of	   musical	   ideas	   into	  complete	   works	   via	   the	   recording	   process.	   It	   is	   important	   to	   focus	   on	   the	  production	  methods	  of	  different	  genres	  of	  music,	  and	  this	  focus	  is	  an	  example	  of	  why	   this	   research	  will	  be	  of	   interest	   to	   those	  concerned	  with	   the	  musicology	  of	  record	   production.	   Whilst	   there	   is	   significant	   academic	   output	   charting	   the	  differences	  between	  musical	  genres	  (Popular	  Music	  Culture:	  The	  Key	  Concepts	  by	  Shuker,	  2005,	  for	  example),	  the	  study	  of	  genre	  specific	  production	  methods,	  and	  the	   technology	   that	   underpins	   them,	   is	   a	   fairly	   recent	   branch	   of	   musicological	  research.	   Titles	   such	   as	   Contemporary	   Metal	   Music	   Production	   (Mynett,	   2013);	  
Sound,	   Technology,	   and	   Interpretation	   in	   Subcultures	   of	   Heavy	   Music	   Production	  (Reyes,	   2008);	   and	   Outlining	   The	   Fundamental	   Production	   Aesthetics	   of	  
Commercial	   Heavy	   Metal	   Music	   Utilising	   Systematic	   Empirical	   Analysis	   (Turner,	  2009)	  exclusively	  detail	  HM	  production	  methods	  and	  traits,	  for	  example.	  It	  is	  the	  combination	   of	   the	   youthful	   nature	   of	   the	   field	   of	   research	   and	   the	   progressive	  nature	  of	  music	  technology	  that	  has	  led	  to	  this	  timely	  research	  project.	  The	   concept	   of	   the	   music	   producer	   has	   been	   explored	   by	   numerous	  authors	   and	   the	   role	   is	   demystified	   through:	   phenomenological	   and	   idiographic	  research	   (Howlett,	   2012;	   Martin,	   2014);	   the	   musical	   role	   of	   the	   producer	  (Moorefield,	  2007);	  and	  the	   transformation	  of	   the	  producer	  alongside	   the	  music	  industry	   (Muikku,	   1990;	   Zak,	   2001).	   For	   the	   purpose	   of	   this	   research	   the	   term	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producer	   is	  used	  to	  define	  those	  who	  facilitate	  and	  oversee	  the	  recording	  of	  HM	  music.	   This	   includes	   (but	   not	   exclusively):	   arranging;	   editing;	   engineering;	  mastering;	   and	   mixing.	   Although	   HM	   has	   been	   explored,	   and	   continues	   to	   be	  explored	   at	   great	   length,	   by	   contemporary	   musicologists	   (Brown,	   2011;	   Cope,	  2010;	   Hagen,	   2011;	   Kahn-­‐Harris,	   2006;	   Pieslak,	   2007),	   there	   is	   limited	   writing	  dealing	   specifically	   with	   HM	   production	   processes,	   producers	   and	   recorded	  aesthetics.	   Whilst	   the	   overarching	   aim	   of	   this	   thesis	   is	   to	   understand	   the	  production	  process	  in	  relationship	  to	  the	  development	  of	  technology,	  the	  data	  set	  is	  built	  from	  interviews	  conducted	  with	  producers	  who	  have	  worked	  extensively	  within	   the	   realm	   of	   HM	   music	   production.	   It	   is	   worth	   noting	   here	   that	   the	  participants	  have	  also	  worked	  with	  other	  genres	  of	  music;	  Tom	  Allom	  has	  worked	  with	   folk	   acts	   like	  The	   Strawbs,	   for	   example.	  This	   allows	   this	   research	   to	   easily	  translate	   to	   other	   genres	   of	  music.	   The	   extensive	   contribution	   to	   recorded	   HM	  music	  that	  the	  participants	  have	  made	  provides	  the	  link	  between	  the	  conceptual	  musicology	   explored	   by	   the	   above	   authors	   and	   the	   HM	   specific	   production	  research	  of	  Mynett	  (2013),	  Reyes	  (2008),	  and	  Turner	  (2009).	  	  	  The	  literature	  that	  surrounds	  HM	  music	  (explored	  in	  chapter	  3)	  supports	  the	  genre’s	  powerful	  subcultural	  connections	  with	  the	  musicians	  that	  make	  it	  and	  the	   fans	   that	   support	   it.	  Niall	   Scott’s	  Reflections	   in	   the	  Metal	  Void	   (2012a),	   links	  HM	  to	  its	  surrounding	  subculture,	  describing	  HM	  as	  a:	  
[…]movement	  that	  is	  paradoxically	  recognisable	  yet	  hard	  to	  define.	  Both	  as	  a	  music	  form	  and	  a	  lifestyle	  it	  slips	  from	  the	  grip	  of	  definitions	  and	  presents	  a	  multiplicity	  of	  styles	  and	  influences.	  (p.vii)	  These	   connections	   fuel	   the	   extreme	   nature	   of	   the	   music	   itself,	   the	   production	  techniques	   used,	   and	   the	   ways	   in	   which	   music	   technology	   responds	   to	   these	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production	   techniques.	   Turner	   (2009)	   suggests	   that,	   whilst	   discussing	   the	  production	  techniques	  of	  one	  of	  the	  genre’s	  leading	  producers	  Andy	  Sneap:	  
The	  application	  of	  extreme	  EQ	  in	  this	  instance	  is	  not	  an	  arbitrary	  process,	  but	  one	  based	  in	  a	  clear	  production	  methodology	  and	  an	  insightful	  musical	  rationale.	  (n.p)	  Here,	   Turner	   clearly	   relates	   extremity	  within	   HM	   production	   as	   the	   product	   of	  experience	  and	  insight	  of	  the	  musical	  attributes,	  through	  the	  work	  of	  his	  subject,	  Andy	   Sneap.1	  This	   identifies	   extremity	   as	   a	  measure	  of	   an	   ideal	  HM	  production.	  Whilst	   Turner’s	   work	   suggests	   a	   methodology	   for	   HM	   production	   (via	  deconstruction)	   it	   also	   questions	   whether	   HM	   has	   a	   unique	   relationship	   with	  production	  techniques.	  The	  production	  of	  recorded	  HM	  echoes	  this	  extremity	  and	  it	   is	   the	   relationship	   between	  production	   and	   technology	   that	   is	   to	   be	   explored	  within	   this	   research.	  What	  drives	   the	   choices	  made	  within	   the	   recording	   studio	  that	   characterise	   HM;	   and	   more	   specifically,	   how	   has	   technology	   influenced	  recorded	  HM?	  	  As	  well	  as	  focusing	  on	  a	  specific	  genre,	  this	  study	  is	  ultimately	  concerned	  with	   the	   phenomenology	   of	   music	   technology,	   and	   how	   this	   has	   developed	  alongside	   a	   musical	   genre.	   By	   aiming	   to	   bridge	   the	   gap	   between	  musicological	  approaches	  and	  research	  that	  constructs	  production	  methodologies,	  this	  research	  will	   also	   be	   beneficial	   to	   the	   area	   of	   research	   known	   as	   the	   Art	   of	   Record	  Production	   (Frith	   and	   Zagorski-­‐Thomas,	   2012,	   The	   Art	   of	   Record	   Production	   is	  explored	  as	  a	  seminal	  text	  in	  chapter	  2.6).	  The	  field	  is	  explored	  in	  chapter	  two	  in	  depth,	  but	  one	  of	   the	  outcomes	  of	   this	   research	   is	   to	  add	   to	   the	  canon	  of	  works	  that	  provide	  informative	  insight	  into	  the	  experience	  of	  specialist	  music	  producers	  (Burgess,	  2013;	  Hosken,	  2010;	  Rumsey	  and	  McCormick,	  2005)	  by	  focusing	  on	  the	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1	  Andy	  Sneap	  is	  a	  Grammy	  award	  winning	  record	  producer	  who	  works	  almost	  exclusively	  with	  Metal	  artists.	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choices	  made	  specific	   to	   the	  use	  of	   technology,	   through	   the	  analysis	  of	   in-­‐depth	  interviews.	  	  Finally,	   the	  aims	  of	  this	  research	  can	  be	  found	  in	  popular	  culture	  sources	  that	  surround	  HM	  and	  how	  the	  general	  public	  perceives	  HM	  production.	  A	  notable	  online	  magazine,	  Gear	  Gods,	   focuses	  on	  the	  music	  technology	  that	  HM	  musicians,	  producers,	   and	   fans	   use	   to	   make	   HM.2	  Gear	   Gods	   combines	   news	   and	   features	  about	  upcoming	  HM	  releases	   and	  often	  publishes	  play-­‐through	  videos	   for	   those	  concerned	  with	   the	  musical	   performance,	   as	   well	   as	   studio	   documentaries	   and	  features	   that	   detail	   the	   recording	   process.	   As	  well	   as	   these	   features,	   Gear	   Gods	  reviews	   and	   details	   the	   latest	  music	   technology	   releases,	   ranging	   from	  musical	  instruments	   through	   to	   recording	   technology.	   By	   pairing	   music	   technology	   so	  closely	  with	   the	   popular	   subcultural	   aspects	   of	   a	  musical	   genre,	   Gear	   Gods	   has	  identified	   the	   relationship	   HM	   music	   has	   with	   music	   technology.	   This	   is	  complemented	  by	  Williams’	  ‘Tracking	  Timbral	  Changes	  in	  Metal	  Production	  from	  1990	  to	  2013’	  (2015):	  	  	  
Perhaps	  the	  prevalence	  of	  Digital	  Audio	  Workstation	  (DAW)	  software	  means	  that,	  as	  well	  as	   being	   a	   largely	  musically	   literate	   audience	   (many	  metal	   music	   fans	   can	   play	   one	   or	  more	   instruments),	   the	   audience’s	   understanding	   of	   production	   techniques	   has	   also	  increased.	  (p.40)	  It	   is	   the	   link	   between	   composition,	   recording,	   and	   technology	   that	   suggests	   a	  global	  interest	  in	  how	  technology	  influences	  recorded	  music	  -­‐	  specifically	  HM.	  The	  link	   between	   public	   and	   academic	   interest	   is	   further	   highlighted	   by	   Williams	  (2015):	  
It	  is	  not	  uncommon	  for	  metal	  audiences	  to	  be	  critically	  invested	  in	  the	  production	  value	  of	  new	  releases.	  For	  example,	  a	  search	  of	  Internet	  review	  archive	  Encylopaedia	  Metallum	  of	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2	  http://www.geargods.net	  [online]	  accessed	  23/05/2015	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Carcass’s	  1993	  release,	  Heartwork,	   finds	  that	  six	  out	  of	  ten	  amateur	  reviews	  contributed	  to	  the	  site	  explicitly	  detail	  the	  production	  values	  of	  the	  release	  (p.	  40)	  Gear	  God’s	  sister	  website,	  Metal	  Injection3	  provides	  a	  more	  rounded	  review	  of	   HM	   news	   and	   features	   with	   a	   recent	   video	   series	   entitled	   On	   The	   Record,	  exploring	   different	   aspects	   of	   HM	   recordings	   including	   artwork;	   gender	   in	   HM;	  HM	   media;	   record	   labels	   and	   sub-­‐genre	   development,	   as	   well	   as	   many	   other	  aspects	   of	   the	   genre’s	   surrounding	   subculture.	   A	   recent	   feature	   entitled	   The	  
Evolution	   of	   Music	   Gear	   explores	   the	   different	   technology	   that	   has	   shaped	   and	  pushed	   HM	   music	   in	   different	   sonic	   and	   musical	   directions. 4 	  This	   feature	  highlights	   the	   timely	   nature	   of	   this	   research,	   suggesting	   not	   only	   a	   popular	  interest	   in	   the	  way	  music	   technology	  shapes	  how	  music	   is	  being	  made,	  but	  also	  the	  questions	   that	   are	  being	   asked	   about	   such	   technological	   influence.	  Williams	  (2015)	  suggests	  that	  the	  evolution	  of	  music	  technology,	  that	  is	  commonly	  linked	  to	  HM	  production,	  signifies	  a	  shift	   in	  the	  academic	  research	  of	  music	  technology	  and	  musical	  genres:	  
Yet,	   metal	   has,	   somewhat	   uniquely,	   both	   endured	   and	   evolved	   to	   utilize	   new	   music	  technology	  within	   its	  existing	  sonic	  blueprint	  whilst	   the	  core	  of	  distorted	  or	  overdriven	  guitar,	   bass,	   drums	   and	   vocals	   has	   remained.	   Psychoacoustic	   techniques	   allow	   for	   a	  unique	  window	  to	  the	  changing	  production	  styles	  that	  heavy	  metal	  has	  undergone	  in	  the	  relatively	  recent	  period	  of	  computerization.	  (p.40)	  Metal	  Injection’s	  features’	  concentration	  on	  HM	  music	  further	  strengthens	  the	  link	  between	  HM	  music	  and	  music	  technology,	  whilst	  supporting	  the	  intention	  of	  this	  thesis	  and	  the	  aims	  it	  addresses.	  The	   following	   sections	   serve	   as	   an	   exploration	   of:	   technology	   as	   both	   a	  physical	  entity	  within	  society	  and	  a	  theoretical	  construction	  of	  philosophers,	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3	  http://www.metalinjection.net	  [online]	  accessed	  23/05/2015	  	  4	  http://www.metalinjection.net/video/on-­‐the-­‐record-­‐the-­‐evolution-­‐of-­‐music-­‐gear	  [online]	  accessed	  23/05/2015	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musicology	   of	   recorded	  music,	   and	   the	   use	   of	   the	   term	  aesthetics	   in	   relation	   to	  record	  production.	  By	  approaching	  the	  various	  themes	  presented	  in	  this	  chapter,	  this	   study	   aims	   to	   show	   the	   influence	   that	   technology	   holds,	   through	   the	  experiences	   of	   those	  who	   use	   it	   to	   record	  music,	   and	   the	   relationship	   between	  music	   technology	   and	   recorded	  music,	   specifically	   HM.	   Chapter	   1	   also	   explores	  the	   influence	   that	   technology	  has	  over	   a	  number	  of	  different	   aspects	  of	   society:	  technologies	   that	   are	   found	   within	   the	   arts;	   how	   technologies	   influence	   and	  impact	  upon	  artistic	  process;	  learning;	  and	  the	  way	  in	  which	  technologies	  develop	  through	  their	  use.	  Issues	  of	  mediation	  and	  democratisation	  are	  explored	  and	  the	  role	   that	   technology	  plays	   in	   these	  areas	  of	   society	   is	  defined.	  Most	   importantly	  this	   chapter	   brings	   together	   the	   aspects	   above	   and	   considers	   them	   in	   light	   of	  music	   technology:	   the	   focus	  of	   this	  research.	  Music	   technology,	   in	   the	  context	  of	  this	   study,	   includes	   any	   item	   of	   technology	   that	   is	   used	   in	   the	   process	   of	  engineering,	  mixing,	  and	  producing	  recorded	  music.	  	  
1.1 What	  is	  Technology?	  Arthur	   (2009)	   describes	   definitions	   of	   technology	   as	   being	   ‘annoyingly	   unclear’	  (p.27).	   The	   Nature	   of	   Technology	   (2009)	   is	   Arthur’s	   ode	   to	   technological	  development	   with	   the	   aim	   to	   provide	   a	   theory	   of	   technology;	   an	   ‘ology’	   of	  technology	  if	  you	  will	  (p.14).	  Arthur	  attempts	  to	  reverse	  engineer	  a	  definition	  of	  technology:	  	  	  	  
Technology,	  we	  are	  told,	  is	  a	  branch	  of	  knowledge,	  or	  the	  application	  of	  science,	  or	  a	  study	  of	   techniques,	   or	   a	   practice,	   or	   even	   an	   activity.	  The	  Oxford	  English	  Dictionary	   declares	  with	   a	   lovely	   stuffiness	   that	   technology	   is	   ‘the	   collection	   of	   mechanical	   arts	   that	   are	  available	   to	   culture	   to	   make	   its	   economy	   and	   society	   function’.	   Presumably	   the	  mechanical	   arts	   are	   the	  methods,	   practices,	   and	   devices	   a	   culture	   uses	   to	   make	   things	  function.	  (p.27)	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A	  logical	  questioning	  of	  how	  technology	  can	  be	  all	  of	  these	  things	  at	  once	  supports	  Arthur’s	   slightly	   pessimistic	   view	   of	   how	   technology	   is	   currently	   defined.	   The	  understanding	   of	   technology,	   and	   how	   it	   has	   developed,	   is	   affected	   by	   these	  definitions.	   Arthur	   states	   that	   technology	   cannot	   be	   all	   of	   these	   definitions	   at	  once,	  as	  it	  must	  have	  arisen	  from	  all	  of	  these	  at	  the	  same	  time,	  and	  in	  seemingly	  equal	  measure:	  	  
If	  technology	  is	  knowledge,	  it	  must	  originate	  in	  some	  way	  as	  knowledge;	  if	  it	  is	  a	  practice,	  it	  must	  arise	  through	  practice;	  if	  applied	  science,	  it	  must	  derive	  somehow	  from	  science.	  If	  these	  definitions	  are	  an	   indication	  of	  what	  we	  understand	  about	  technology,	   then	  at	   the	  very	  least	  they	  are	  badly	  fused	  together	  and	  possibly	  even	  contradictory.	  (p.27)	  	  Arthur	   combats	   the	   way	   in	   which	   technology	   is	   defined	   by	   providing	   three	  definitions	  of	  his	  own:	  
• Technology	  is	  ‘a	  means	  to	  fulfill	  a	  human	  purpose’;	  
• Technology	  is	  ‘an	  assemblage	  of	  practices	  and	  components’;	  and	  
• Technology	  is	  ‘the	  entire	  collection	  of	  devices	  and	  engineering	  practices	  available	  to	  a	  culture’.	  (p.28)	  These	   definitions	   aim	   to	   separate	   technology	   as	   human,	   scientific,	   and	   cultural	  concepts.	   By	   defining	   technology	   this	   way	   Arthur’s	   initial	   problem	   with	  ‘stuffiness’	  resolves	  into	  a	  more	  accessible	  theory	  of	  technology.	  	  Technology	   can	   now	   be	   approached	   as	   singular,	   plural	   and	   in	   a	   more	  collective	   sense.	   Singular	   technology	   ‘originates	   as	   a	   new	   concept’	   (p.29)	   and	  internalises	   its	   development.	   Plural	   technology	   develops	   by	   modifying	   its	  constituent	   parts	   and	   practices	   (take	   installing	   new	   parts	   into	   a	   computer	   for	  instance)	   and	   becomes	   plural	   by	   building	   around	   phenomena.	   Technology	  collectively	   encompasses	   all	   technology	   that	   has	   ever	   existed,	   uses	   natural	  phenomena,	   and	   develops	   as	   multiple	   technologies	   work	   together	   (p.29);	   the	  recording	   studio	   is	   the	   perfect	   example	   of	   a	   technology	   that	   operates	   using	   the	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above	  criteria.	  Phenomena	  in	  this	  case,	  are	  variables	  that	  technology	  relies	  upon,	  and	  exploits,	  with	  the	  act	  of	  exploitation	  validating	  something	  as	  technological.	  	  Of	  importance	  is	  Arthur’s	  central	  theme	  of	  domains.	  A	  domain	  is	  a	  body	  of	  technology	   that	   provides	   a	   ‘language	   for	   expression’	   (p.79).	   The	   concept	   that	   a	  body	   of	   technology	   provides	   a	   language	   is	   expanded	   into	   the	   grammar	   of	   such	  constructions.	  Grammar	   ‘reflect[s]	   our	  understanding	  of	   how	  nature	  works	   in	   a	  particular	  domain’	  (p.77).	  This	   idea	  presents	  the	  problem	  that	  a	   language	  has	  to	  be	  understood	   for	   it	   to	   function;	  a	  body	  of	   technology	  must	  be	   intelligible	   in	   its	  constituent	  parts	  so	  as	  to	  facilitate	  expression.	  Take	  for	  instance	  the	  invention	  of	  multi-­‐track	  recording,	  most	  commonly	  linked	  to	  the	  late	  musician	  and	  recording	  pioneer	   Les	   Paul	   in	   the	   1940s.5	  Les	   Paul	   developed	   the	   ability	   to	   use	   multiple	  analogue	  tape	  recorders	  to	  overdub	  as	  an	  early	  form	  of	  multi-­‐track	  recording.	  6	  To	  do	   so	  Paul	   connected	   together	   two	  Ampex	  300	  ¼”	   tape	  machines,	  which	  would	  then	  inspire	  Ampex	  to	  develop	  a	  three	  output,	  eight	  input,	  mixing	  console	  in	  1956.	  A	   notable	   example	   of	   Les	   Paul’s	   inventive	   use	   of	   recording	   technology	   can	   be	  heard	  on	  ‘How	  High	  The	  Moon’	  (1951).7	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
5	  	  http://www2.gibson.com/News-­‐Lifestyle/Features/en-­‐us/Les-­‐Paul-­‐Recording-­‐Innovations.aspx	  [online]	  accessed	  25/05/2015	  6	  	  Overdubbing	  is	  the	  process	  of	  recording	  each	  instrumental	  part	  of	  a	  piece	  of	  music	  separately,	  on	  top	  of	  one	  another.	  For	  example,	  a	  modern	  digital	  recording	  system	  affords	  the	  ability	  to	  record	  a	  drum	  kit	  in	  isolation,	  only	  for	  the	  guitar,	  bass	  and	  vocal	  parts	  to	  be	  recorded	  at	  a	  different	  time,	  in	  a	  different	  location	  or	  using	  different	  technology.	  This	  enables	  performances	  to	  be	  created	  from	  multiple	  individual	  performances,	  no	  longer	  meaning	  recording	  music	  is	  limited	  to	  capturing	  whole	  performances	  by	  the	  whole	  ensemble	  or	  band.	  	  	  7	  http://www.soundonsound.com/sos/jan07/articles/classictracks_0107.htm	  [online]	  accessed	  19/08/2015	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   For	  recording	  musicians,	   technology	  was	  positively	  exploited	  to	  allow	  for	  expression.	   Recording	   was	   not	   limited	   to	   one-­‐take	   performances	   on	   limited	  tracks.	   Les	   Paul	   saw	   the	   potential	   for	   recording	   technology’s	   plurality	   and	  was	  able	   to	   transcend	   the	   initial	   intention	   of	   the	   technology.	   The	   concept	   of	  transcending	   technology’s	   intended	   use	   seems	   to	   be	   important	   for	   music	  technologists,	   as	   will	   be	   explored	   by	   the	   data	   collected	   by	   this	   study.	   Arthur	  (2009)	  describes	  this	  expression,	  and	  the	  presence	  of	  the	  domain:	  
The	  machine	  is	  no	  longer	  something	  that	  offers	  a	  few	  stand-­‐alone	  functions.	  It	  now	  offers	  a	  language	  of	  expression.	  A	  world	  of	  possibilities	  has	  opened	  up.	  (p.89)	  For	   creative	   purposes	   this	   does	   however	   mean	   that	   grammar,	   within	   Arthur’s	  domains	  of	  technology,	  exists	  ‘not	  just	  as	  rules	  but	  as	  a	  set	  of	  unspoken	  practices	  taken	  for	  granted,	  a	  practical	  knowing	  of	  how	  to	  do	  things	  that	  may	  not	  be	  fully	  expressible	  in	  words.	  Grammars	  comprise	  a	  culture	  of	  experience,	  a	  craft	  of	  use’	  
Figure	  1.1	  Les	  Paul	  with	  2	  Ampex	  300	  Tape	  Machines	  and	  8	  channel	  Ampex	  console	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(p.78).	  This	  can	  be	  likened	  to	  Susan	  Schmidt-­‐Horning’s	  tacit	  knowledge	  explored	  in	  Recording	  Engineers,	  Tacit	  Knowledge	  and	  the	  Art	  of	  Controlling	  Sound	  (2004):	  
The	  urge	  to	  develop	  greater	  mastery	  over	  sound	  led	  to	  efforts	  to	  design,	  build,	  or	  invent	  new	  means	  to	   improve	  the	  sound	  of	  records.	  Such	  efforts	   led,	   in	  turn,	   to	  an	  evolution	  of	  new	   tacit	   skills	   and	   to	  a	   technological	   juggernaut;	   an	  almost	  blind	   faith	   in	   the	  power	  of	  technology	  to	  fix	  whatever	  might	  be	  lacking	  in	  the	  recording	  studio.	  (p.725)	  It	  is	  this	  culture	  of	  experience	  that	  this	  thesis	  adheres	  to;	  language	  of	  expression	  is	  informed	  by	  the	  socio-­‐cultural	  applications	  of	  technology.	  	  If	   we	   take	   Arthur’s	   (2009)	   phenomena	   theory	   we	   can	   assume	   that	  although	  relying	  upon	  phenomena	  to	  exploit,	  technology	  creates,	  or	  is	  operated	  to	  produce	   phenomena.	   The	   recording	   studio	   was	   initially	   intended	   as	   a	   space	   to	  capture	  a	  musical	  performance,	  exploiting	  musical	  and	  acoustic	  phenomena.	  The	  recording	  studio,	  as	  a	  technology,	  affords	  the	  capture	  of	  a	  performance;	  it	  is	  a	  tool	  that	  affords	  the	  capture	  of	  cultural	  phenomena.	  Whilst	  the	  transformation	  of	  the	  recording	  studio	  since	  the	  latter	  part	  of	  the	  19th	  century	  shows	  a	  movement	  away	  from	  purely	   capturing	   performance,	   the	   exploitation	   of	   audible	   phenomena	   has	  remained	  a	  constant	  (Horning,	  2002).8	  The	  recording	  studio	  exemplifies	  Arthur’s	  new	  definitions	  of	  technology	  explored	  above:	  a	  means	  to	  fulfil	  a	  human	  purpose;	  an	  assemblage	  of	  components	  and	  other	  practices;	  and	  as	  a	  symbol	  of	  the	  devices	  and	  practices	  available	  to	  a	  culture.	  The	  recording	  studio	  employs	  performance-­‐enhancing	  processes	  as	  a	  form	  technological	  plurality.	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
8	  	  As	  a	  fairly	  generalised	  example,	  relevant	  to	  this	  study,	  a	  microphone	  (and	  those	  who	  use	  it)	  exploits	  acoustic	  energy	  to	  create	  electrical	  energy.	  The	  technological	  object	  affording	  electrical	  phenomena	  to	  be	  used	  in	  the	  recording	  process,	  exploits	  the	  acoustic	  phenomenon.	  This	  reflects	  Arthur’s	  stance	  that	  to	  understand	  technology	  is	  to	  understand	  the	  domain,	  the	  experience,	  and	  the	  use.	  A	  microphone	  exists	  as	  a	  microphone	  because	  of	  the	  phenomena	  it	  exploits.	  The	  microphone	  exists	  as	  a	  technology	  because	  of	  the	  socio-­‐cultural	  domain	  (to	  use	  the	  recording	  studio	  as	  an	  example)	  that	  it	  is	  used	  within,	  whilst	  the	  domain	  only	  exists	  due	  to	  the	  technology	  that	  is	  used	  within	  it.	  
	  	   12	  
1.1.1 Experiencing	  Technology	  The	  use	  of	  technology	  can	  be	  expressed	  through	  the	  description	  of	  the	  domain	  in	  which	   it	   used.	   However,	   to	   address	   the	   research	   question	   at	   the	   centre	   of	   this	  thesis,	   the	   experience	   of	   using	   technology	   must	   be	   evaluated.	   This	   presents	   a	  problem	  due	  to	  the	  potentially	  limited	  ability	  to	  express	  experience	  linguistically.	  Porcello	   highlights	   this	   problem	   in	   ‘Language	   and	   the	   Professionalization	   of	  Sound-­‐Recording	  Engineers’	  (2004),	  linking	  a	  shift	  in	  linguistics	  to	  the	  change	  in	  recording	  studio	  technology	  and	  education:	  
[…]	   language	   is	   deeply	   and	   complexly	   implicated	   in	   sound-­‐recording	   practices	   and	   the	  training	   of	   professionals,	   further	   attention	   to	   speech	   about	   sound	   will	   enrich	   our	  understanding	   of	   links	   among	   technological	   change,	   the	   discursive	   practices	   of	  professional	  audition,	  and	  the	  profession	  of	  sound	  engineering.	  (p.755)	  Whilst	  we	  can	  describe	  the	  application	  of	  a	  microphone	  in	  a	  recording	  studio,	  can	  we	  describe	  how	  it	  feels	  to	  use	  it,	  or	  what	  the	  experience	  of	  using	  a	  microphone	  in	  the	   recording	   studio	  means?	   This	   is	   certainly	  made	  more	   difficult	   in	   a	   creative	  industry	  that	  is	  a	  product	  of	  technologically	  informed	  domains.	  Recording	  music	  is	   a	   clear	   example	   of	   a	   technological	   domain	   that	   could	   also	   be	   described	   as	   a	  phenomenon	   itself;	   exploiting	   an	   audible	   phenomenon	   to	   create	   a	   recorded	  artefact,	  that	  in	  turn	  is	  the	  assemblage	  of	  practices	  and	  components.	  If	  we	  return	  to	  Arthur	  (2009):	  
These	  bodies	  of	   technology,	  or	  domains,	  determine	  what	   is	  possible	   in	  a	  given	  era;	   they	  give	   rise	   to	   the	   characteristic	   industries	  of	   an	  era;	   and	   they	  provide	  worlds	   entered	   for	  what	  engineers	  can	  accomplish	  there.	  (p.85)	  Arthur	  sets	  out	  that	  domains	  create	  worlds,	  worlds	  that	  provide	  a	  setting	  for	  the	  bodies	  of	  technology.	  A	  world	  will	  house	  a	  certain	  set	  of	  tools	  that	  are	  available	  to	  a	  culture	  and	  provide	  the	  space	  for	  a	  body	  of	  technologies	  to	  be	  operated.	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Feenburg	  (2003),	  in	  a	  lecture	  given	  to	  Komaba	  undergraduates,	  attends	  to	  a	  philosophy	  of	  technology	  by	  suggesting	  that	  human	  beings	  are	   ‘not	  at	  home	  in	  the	   world,	   we	   conquer	   the	   world’	   (p.4).	   This	   view	   aligns	   with	   Arthur	   (2009),	  suggesting	  that	  the	  world	  affords	  opportunity	  to	  create	  systems	  and	  technologies.	  Arthur	   gives	   the	   example	   of	   historic	   canal	   freight	  movement;	   a	   historically	   cost	  effective	   and	   simple	   world	   system	   that	   provided	   limited	   functionality:	   the	  movement	  of	  freight.	  Domains	  can	  however	  traverse	  worlds	  allowing	  for	  greater	  functionality.	  Here,	  Arthur	  gives	  the	  example	  of	  a	  symphony	  being	  recorded:	  
A	  live	  symphony	  can	  be	  brought	  ‘down’	  into	  electronics	  world	  via	  microphone	  equipment,	  manipulated	   there	   –	  processed	   electronically	   and	   recorded,	   say	   –	   and	  brought	  back	   ‘up	  and	  out’	  again	  where	  it	  enters	  the	  physical	  world	  again	  to	  be	  played	  as	  sound.	  (p.81)	  The	  two	  worlds,	  the	  acoustic	  and	  the	  electronic,	  are	  both	  made	  useful	  in	  specific	  ways	   to	   accomplish	   one	   primary	   goal:	   capturing	   a	   performance.	   A	   body	   of	  technology	  creates	  the	  whole	  domain,	  the	  recording	  studio,	  whilst	  specific	  worlds	  are	  used	  to	  facilitate,	  transduce,	  record,	  and	  play	  back	  the	  acoustic	  performance.	  This	  exemplifies	  Arthur’s	  three	  definitions:	  the	  individual	  technology,	  the	  grouped	  technologies,	   and	   the	   cultural	   appropriation	   of	   technology.	   What	   is	   interesting	  about	   Arthur’s	   construction	   of	   worlds,	   when	   applied	   to	   genre-­‐specific	  musicological	   research,	   is	   the	   assumption	   that	   they	   determine	   what	   can	   be	  achieved	   in	   a	   timeframe.	   Could	   it	   be	   assumed	   that	   development	   of	   technology	  specific	   to	   the	   recording	   industry	   has	   determined	   how	   it	   is	   used?	  What	   is	   the	  influence	  on	  our	  experience	  of	  using	  this	  technology?	  This	  is	  something	  this	  thesis	  will	  return	  to	  and	  contextualise	  in	  its	  discussion	  of	  HM	  Technology	  in	  chapter	  3.3.	  	  Technology	  is	  presented	  to	  have	  two	  distinct	  purposes	  in	  Arthur’s	  (2009)	  closing	   remarks.	   He	   suggests	   that	   technology	   directs	   whilst	   simultaneously	  serving	   humanity	   (p.214).	   Humans	   have	   used	   technology	   to	   build	   economy,	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industry,	   and	  material	  wealth,	  whilst	   technology	   is	   also	   suggested	   to	   guide	   our	  lives	   and	   become	   something	   that	   we	   are	   subservient	   to	   (p.214).	   Hard	  determinists	  (Smith	  and	  Marx,	  1994)	  would	  suggest	  that	  that	  economy,	  industry,	  and	  wealth	  are	  built	  by	  technology;	  they	  are	  not	  a	  product	  of	  the	  human	  race’s	  use	  of	   technology.	  Whilst	   this	   gives	   a	   definition	   of	   technology	   and	   how	   technology	  exists	   in	   the	   world,	   a	   further	   philosophical	   understanding	   of	   technology	   is	  required	  to	  approach	  the	  subject	  of	  technological	  influence.	  	  
1.1.2 Digital	  Immigration	  An	  area	  of	  research	  exists	  that	  explores	  the	  specifics	  of	  the	  influence	  of	  technology	  in	   the	  pedagogical	  domain,	   suggesting	   that	   the	   current	   education	   system	   is	   in	   a	  period	  of	  transition.	  Marc	  Prensky,	   in	   ‘Digital	  Natives,	  Digital	   Immigrants	  Part	  1’	  (2001),	  makes	   the	   comparison	   that	   students	   and	   teachers	   now	   exist	   as	   natives	  and	  immigrants,	  respectively,	  in	  the	  digital	  era.	  He	  suggests	  that:	  
Today’s	  students	  […]	  represent	  the	  first	  generations	  to	  grow	  up	  with	  this	  new	  technology.	  They	   have	   spent	   their	   entire	   lives	   surrounded	   by	   and	   using	   computers,	   videogames,	  digital	  music	  players,	  video	  cams,	  cell	  phones,	  and	  all	  the	  other	  toys	  and	  tools	  of	  the	  digital	  age.	  Today’s	  average	  college	  grads	  have	  spent	  less	  than	  5,000	  hours	  of	  their	  lives	  reading,	  but	  over	  10,000	  hours	  playing	  video	  games	  (not	  to	  mention	  20,000	  hours	  watching	  TV).	  Computer	  games,	  email,	  the	  Internet,	  cell	  phones	  and	  instant	  messaging	  are	  integral	  parts	  of	  their	  lives.	  (p.1)	  Today’s	   ‘student’	   is	   represented	   as	   the	   digital	   native,	   someone	  who	   has	   known	  digital	  technology	  all	  their	  life,	  whilst	  the	  remaining	  population	  are	  considered	  to	  be	  digital	   immigrants;	  those	  who	  have	  had	  to	  learn	  new	  technologies	  whilst	  still	  feeling	  foreign	  to	  technology:	  
The	  importance	  of	  the	  distinction	  is	  this:	  As	  Digital	  Immigrants	  learn	  –	  like	  all	  immigrants,	  some	   better	   than	   others	   –	   to	   adapt	   to	   their	   environment,	   they	   always	   retain,	   to	   some	  degree,	  their	   ‘accent’,	   that	   is,	   their	   foot	   in	  the	  past.	  The	   ‘digital	   immigrant	  accent’	  can	  be	  seen	  in	  such	  things	  as	  turning	  to	  the	  Internet	  for	  information	  second	  rather	  than	  first,	  or	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in	   reading	   the	  manual	   for	   a	   program	   rather	   than	   assuming	   that	   the	   program	   itself	  will	  teach	  us	  to	  use	  it.	  Today’s	  older	  folk	  were	  ‘socialized’	  differently	  from	  their	  kids,	  and	  are	  now	   in	   the	   process	   of	   learning	   a	   new	   language.	   And	   a	   language	   learned	   later	   in	   life,	  scientists	  tell	  us,	  goes	  into	  a	  different	  part	  of	  the	  brain.	  (p.2)	  For	   Prensky,	   the	   experience	   of	   using	   technology	   is	   similar	   to	   linguistics.	   The	  finesse	  of	  learning,	  or	  adopting,	  a	  new	  language	  lies	  within	  nuances,	  or	  as	  Prensky	  states,	  the	  ‘accent’.	  There	  is	  a	  clear	  problem	  here,	  which	  forms	  the	  main	  focus	  of	  Prensky’s	  article,	  in	  that	  educators	  can	  now	  be	  perceived	  as	  foreign	  to	  students	  of	  the	  present	  day.	  The	  example	  provided	  suggests	  that	  embracing	  video	  games,	  as	  a	  viable	  teaching	  aid,	  would	  revitalise	  subjects	  across	  the	  curriculum.9	  	  It	  seems	  that	  the	  core	  argument	  here	  is	  the	  vernacular	  used	  to	  teach	  digital	  natives.	  Whilst	  it	  is	  presented	  as	  an	  epic	  overhaul	  of	  presentation	  methods,	  albeit	  eventually	  embraced	  with	  measured	  success,	  the	  digital	  native	  teaching	  methods	  that	  Prensky	  suggests	  are	  no	  more	  than	  a	  rethinking	  of	  educational	  hermeneutics.	  He	   also	   suggests	   that	   it	   would	   not	   require	   much	   to	   bring	   digital	   immigrants	  forward,	  closer	  to	  the	  digital	  natives’	  world:	  
In	  geography	  –	  which	  is	  all	  but	  ignored	  these	  days	  –	  there	  is	  no	  reason	  that	  a	  generation	  that	   can	  memorize	   over	   100	   Pokémon	   characters	   with	   all	   their	   characteristics,	   history	  and	  evolution	  can’t	  learn	  the	  names,	  populations,	  capitals	  and	  relationships	  of	  all	  the	  101	  nations	  in	  the	  world.	  It	  just	  depends	  on	  how	  it	  is	  presented.	  (2001,	  p.5)	  If	   we	   take	   a	  more	   existential	   view	   and	   apply	   this	   school	   of	   thought	   to	   a	  wider	  technological	   sociology	   it	   is	   apparent	   that	   this	   concept	   could	   apply	   outside	   of	  education,	   in	  day-­‐to-­‐day	   life.	  Examples	  could	   include	  the	  adoption	  of	  contactless	  technology	   in	   debit	   and	   credit	   cards,	   or	   the	   movement	   away	   from	   using	   high	  street	   shops	   and	   towards	   online	   delivery	   services.	   Digital	   immigrants	  may	   feel	  uncomfortable	   to	   simply	   tap	   an	   electronic	   terminal	   to	   pay	   for	   goods,	   or	   order	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
9	  This	  is	  something	  that	  the	  developers	  of	  the	  hugely	  popular	  video	  game	  Minecraft,	  Mojang,	  have	  been	  developing	  in	  recent	  years.	  http://minecraftedu.com/	  [online]	  accessed	  24/10/2015	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their	  groceries	  via	   the	   Internet;	  however,	   there	   is	  a	  whole	  generation	  who	  have	  known	   these	   types	   of	   transactions	   all	   their	   lives.	   Of	   course	   these	   are	   general	  examples,	  but	  they	  show	  that	  digital	   immigration	  translates	  across	  the	  sociology	  of	  technology.	  	  Bennett,	  Maton,	  and	  Kervin	  (2008)	  question	  the	  digital	  natives	  debate	  and	  suggest	   that	   it	   has	   caused	   ‘moral	   panic’	   (p.783)	   as	   there	   is	   not	   nearly	   enough	  evidence	   to	   support	   the	   claims	   for	   widespread	   pedagogical	   change	   that	   the	  concept’s	  supporters	  advocate.	  As	  critics	  of	  Prensky,	  Bennett	  et	  al.	  suggest	  there	  are	  more	   factors	   to	   be	   taken	   into	   account	  when	   trying	   to	   build	   comprehensive	  sociological	  theories	  of	  technology	  that	  are	  specific	  to	  young	  people:	  
The	   picture	   beginning	   to	   emerge	   from	   research	   on	   young	   people’s	   relationships	   with	  technology	  is	  much	  more	  complex	  than	  the	  digital	  native	  characterisation	  suggests.	  While	  technology	   is	   embedded	   in	   their	   lives,	   young	   people’s	   use	   and	   skills	   are	   not	   uniform.	  There	  is	  no	  evidence	  of	  widespread	  and	  universal	  disaffection,	  or	  of	  a	  distinctly	  different	  learning	  style	  the	  like	  of	  which	  has	  never	  been	  seen	  before.	  (p.784)	  Whilst	   it	   does	  not	   seem	   to	  be	   the	  prerogative	   of	  Bennett	   et	   al.	   to	   disregard	   the	  concept	   of	   digital	   natives,	   their	   argument	   suggests	   that	   caution	   must	   be	   used	  when	  attempting	  to	  capture	  the	  technological	  sociology	  of	  a	  particular	  generation,	  and,	  indeed,	  suggest	  that	  it	  has	  caused	  a	  fracture	  in	  a	  particular	  environment;	  in	  this	  case,	  education.	  Although	  this	  concept	  is	  routed	  in	  models	  of	  learning,	  it	  could	  also	  be	  applied	  to	  the	  phenomena	  at	  the	  heart	  of	  this	  thesis.	  	  Whether	   an	   intentional	   response,	   Prensky	   expanded	   his	   concept	   in	   his	  article	  	  ‘H.	  Sapiens	  Digital:	  From	  Digital	  Immigrants	  and	  Digital	  Natives	  to	  Digital	  Wisdom’	   (2009).	   Prensky	   suggests	   that	   being	   digitally	   ‘wise’	   is	   an	   increasingly	  important	  part	  of	  daily	   life;	   it	   seems	   that	   this	   is	   aimed	  at	   the	  adoption	  of	   social	  media	   for	  disseminating	   information	  about	   global	   affairs	   and	  political	  messages	  (p.8).	   Prensky	   recognises	   one	   of	   the	   criticisms	   that	   digital	  wisdom	   could	   befall:	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being	   digitally	   literate	   does	   not	   always	   translate	   to	   being	   digitally	   wise.	  Information	   is	   easily	   shared	   via	   technology,	   so	   Prensky	   highlights	   that	   digital	  wisdom	  must	  be	  reinforced	  within	  education	  (2009,	  p.9),	  perhaps	   in	  an	  attempt	  to	  support	  his	  initial	  theories	  (2001).	  	  Prensky’s	  theory	  is	  relatively	  young.	  The	  criticisms	  made	  of	  digital	  natives	  provide	   a	   platform	   for	   further	   research	   and	   healthy	   debate,	   whilst	   also	  highlighting	  the	  caution	  with	  which	  this	  line	  of	  research	  should	  be	  carried	  out.	  For	  musicologists,	  and	  those	  concerned	  with	  record	  production,	  there	  are	  some	  parts	  of	   this	   concept	   that	   may	   be	   of	   interest.	   The	   immersion	   that	   is	   suggested	   by	  Prensky,	   through	   the	   discourse	   used	   to	   describe	   the	   time	   spent	   within	   virtual	  worlds	   and	   using	   technology,	   is	   double	   edged.	   In	   the	   recording	   studio	  environment	   (chapter	   2.1)	   some	   engineers	   and	   producers	   could	   be	   considered	  both	   immigrants	   and	   natives.	   As	   explored	   later	   in	   chapter	   two,	   the	   recording	  studio	   often	   embraces	   technology	   from	   both	   analogue	   and	   digital	   domains.	   It	  could	  also	  be	  proposed	  that	  digital	  recording	  technology	  is	  purely	  an	  emulation	  of	  analogue	   recording;	   the	   computer	   is	   essentially	   acting	   as	   a	   digital	   version	   of	  magnetic	   tape	   recording,	   with	   more	   acute	   functionality.	   However,	   the	  transformative	  nature	  of	  the	  recording	  studio	  does	  parallel	  the	  theory	  of	  Prensky;	  there	  is	  a	  generation	  of	  music-­‐makers	  that	  have	  never	  experienced	  the	  analogue	  recording	   domain,	   and	   could	   navigate	   a	   digital	   audio	   workstation	   much	   more	  quickly	   (not	   necessarily	   with	   the	   same	   experience	   informed	   efficiency)	   as	   an	  experienced	  engineer	  who	  has	  worked	  through	  the	  analogue	  to	  digital	  transition	  in	   recording	   technology.	  This	   could	  also	  be	  present	   in	   the	  evaluation	  of	  musical	  performance	   in	   the	   recording	   studio.	   A	   participant	   of	   this	   study,	   Martyn	   Ford,	  highlighted	  that	  he	  has	  noticed	  musicians	  emulating	  certain	  technological	  effects	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or	   processes	   in	   their	   performance,	   as	   a	   result	   of	   a	   subtle	   form	  of	   naivety.	   Ford	  recalled	  rehearsing	  with	  his	  band	  Dub	  War:	  
We	  didn’t	  have	  a	  delay	  unit	  or	  anything	  and	  Benji	  was	  singing	  and	  I	  could	  hear	  all	  these	  delays.	  I	  was	  like,	  ‘what	  the	  fuck,	  has	  anyone	  plugged	  a	  delay	  unit	  in?’	  Benji	  said	  ‘no	  I	  am	  doing	  them’.	  He	  was	  doing	  the	  delays	  with	  his	  voice.	   [He	  said]	   ‘That’s	  how	  they	  all	  do	   it	  isn’t	  it?’	  ‘No	  it’s	  a	  piece	  of	  equipment’.	  (n.p.)	  Another	   example,	  witnessed	   first	   hand,	   includes	   singers	   emulating	   the	   effect	   of	  auto-­‐tune	  in	  the	  way	  they	  pitch	  performances	  in	  the	  recording	  studio.	  	  Prensky	   creates	   a	   clear	   divide	   (2001,	   2009).	   Whilst	   the	   metaphor	   used	  works	   to	   effectively	   illustrate	   his	   theory,	   it	   also	   creates	   an	   injustice.	   The	   two	  groups	   are	   presented	   as	   opposing	   forces:	   those	   who	   are	   ‘resistant	   and	   out	   of	  touch’	   (Bennett	   et	   al.,	   2007,	   p.783)	   and	   those	   who	   are	   open-­‐minded	   and	  knowledgeable	   beyond	   their	   predecessors.	   This	   is	   problematic	   for	   researchers	  concerned	   with	   how	   technology	   is	   experienced,	   especially	   when	   employing	   an	  idiographic	   approach	   that	   embraces	   individual	   accounts	   of	   technologically	  informed	  phenomena.	  Those	  working	  within	   a	   creative	   industry	  would	  perhaps	  not	  see	  digital	   literacy	  as	  so	  clear-­‐cut.	  Whilst	  extreme,	   this	   theory	  could	  suggest	  that	   musicians	   that	   play	   unamplified,	   acoustic	   instruments	   are	   digital	  musical	  immigrants,	   whilst	   musicians	   using	   amplifying	   technologies	   are	   digital	  musical	  natives.	   The	   issue,	   as	   Bennett	   et	   al.	   advocate,	   cannot	   be	   as	   simple	   as	   Prensky	  suggests.	  Whilst	  Prensky’s	  theories,	  and	  those	  of	  his	  critics,	  are	  based	  in	  the	  study	  of	  education,	   they	   do	   permeate	   a	   wider	   sociology	   of	   technology	   and	   they	   suggest	  that	   an	   understanding	   of	   how	   technology	   is	   experienced	   will	   influence	   social	  constructions	  of	  technology.	  Understanding	  how	  music	  technology	  influences	  the	  process	  of	  recording	  music	  will	  aid	  musicologists	  in	  demystifying	  the	  role	  digital	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technology	   plays	   for	   contemporary	   music	   makers.	   For	   this	   research,	   a	  sympathetic	   understanding	   of	   digital	   immigration	   will	   help	   to	   traverse	   how	  different	   generations	   experience	   using	   technology	   to	   record	   HM	   music,	   and	  whether	  indeed	  Prensky’s	  theory	  has	  any	  place	  within	  a	  sociological	  examination	  of	   HM	  music	   production.	   The	   remainder	   of	   this	   chapter	   explores	   technological	  theory	  and	  its	  links	  to	  record	  production	  in	  more	  detail.	  	  	  
1.2 Technological	  Philosophy	  Technology’s	   relationship	   with	   natural	   phenomena	   has	   made	   it	   subject	   to	  philosophical	   debate.	   Its	   role	   in	   the	   media	   (Chandler,	   1995;	   Chandler	   and	  Munday,	  2011);	  the	  arts	  (Bayley,	  2010;	  Taylor,	  2010);	  its	  development	  (Tiles	  and	  Oberdiek,	   1995);	   its	   progressivity	   (Arthur,	   2009);	   and	   its	   impact	   (Marx,	   1994;	  Smith	   and	   Marx,	   1994;	   Thomson,	   2000)	   are	   frequently	   questioned.	   Influential	  theories	   of	   technology	   are	   explored	   in	   Feenberg’s	   Transforming	   Technology:	   A	  
Critical	   Theory	   Revisited	   (2002);	   namely	   instrumental	   theory,	   and	   substantive	  theory	   (p.	   5-­‐8).	   The	   following	   section	   explores	   these	   theories,	   as	   well	   as	  technological	  determinism,	  outlining	  how	  they	  may	  appear,	  and	   their	   relevance,	  throughout	  this	  research.	  	  	  
1.2.1 Instrumental	  Theory	  	  	  Feenberg	   (2002)	   states	   that	   instrumental	   theory	   ‘is	  based	  on	   the	   commonsense	  idea	   that	   technologies	   are	   tools	   standing	   ready	   to	   serve	   the	   purposes	   of	   their	  users’	   (p.5).	  This	   theory	   assumes	   that	   technology	   is	  neutral;	   it	   can	  be	  used	   in	   a	  multitude	  of	  ways	  with	  indifference.	  Technology	  has	  multiple	  uses,	  constructed	  by	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the	  user,	  whilst	  it	  holds	  no	  preference	  as	  to	  how	  it	  is	  used.	  Taylor	  (2010)	  presents	  a	  discussion	  of	   voluntarism,	  with	   relation	   to	  music	   technology	  and	   culture,	   that	  links	  to	  Feenberg’s	  assumption	  of	  neutrality.	  Taylor	  suggests	  that	  voluntarism	  is	  the	  polar	  opposite	  of	  determinism	  (explored	  later	   in	  this	  chapter)	  by	  presenting	  technology	   as	   ‘essentially	   neutral;	   it	   is	   only	   good	   or	   bad	   depending	   on	   its	   use’	  (p.26).	   Taylor’s	   definition	   of	   voluntarism	   suggests	   that	   technology	   is	   made	  intelligible	  by	   the	   role	   that	   the	  user	  assigns	   it,	  but	   can	  still	  personify	   ‘good’	  and	  ‘bad’.	   	   Technology	   is	   also	   neutral	   in	   social	   contexts,	   according	   to	   Feenberg:	   ‘a	  hammer	   is	   a	   hammer’	   (2002,	   p.6);	   it	   is	   universal	   across	   socio-­‐cultural	   contexts	  and	   suggests	   that	   neutrality	   is	   efficient	   and	   increases	   productivity.	   Taylor’s	  voluntarism	   places	   the	   agency	   of	   efficiency	   on	   the	   user,	   signifying	   the	   subtle	  differences	  between	  the	  two	  instrumental	  positions.	  	  Instrumentalism	  signifies	  what	  Feenburg	  calls	  ‘trade-­‐offs’	  (p.6).	  There	  are	  costs	   caused	   by	   increased	   neutrality	   and	   the	   resulting	   efficiency,	   including	  environmental	   and	   ethical	   impact.	   Instrumentalism	   suggests	   that	   for	   efficient	  technological	   optimisation,	   another	   variable	   (the	   environment	   or	   ethics	   for	  example)	  will	  be	  negatively	  affected.	  Technology	  can	  be	  limited	  by	  socio-­‐cultural	  elements	   even	   though	   it	   is	   neutral	   of	   these	   (p.6).	   By	   recognising	   neutral	   socio-­‐technological	   development,	   instrumentalism	   suggests	   that	   tensions	   lie	   between	  efficiency	  and	  ideological	  variables.10	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10	  One	  example	  of	  this	  tension	  for	  music	  technologists	  is	  the	  analogue	  to	  digital	  transition.	  Take	  the	  use	  of	  analogue	  tape	  as	  a	  recording	  format	  that	  has	  a	  set	  of	  unique	  qualities	  (variables	  depending	  on	  the	  speed	  the	  tape	  is	  used	  at,	  the	  material	  of	  the	  tape	  and	  physical	  size	  of	  the	  tape)	  that	  are	  imposed	  on	  the	  audio	  captured.	  This	  is	  often	  described	  in	  terms	  of	  tape	  compression	  or	  colouring	  of	  the	  audio.	  Making	  the	  change	  to	  digital	  audio	  recording	  formats	  affords	  greater	  control	  over	  the	  recording	  process	  and	  makes	  the	  process	  efficient;	  tape	  involved	  physically	  cutting	  the	  recording	  to	  make	  edits	  whereas	  digital	  recording	  removes	  this	  physical	  interaction.	  However,	  the	  sonic	  aesthetics	  that	  tape	  imprints	  on	  the	  recorded	  audio	  are	  lost,	  as	  digital	  provides	  a	  colourless	  and	  dynamically	  ‘clean’	  recording	  platform.	  This	  causes	  tension	  for	  those	  individuals	  who	  found	  the	  sonic	  qualities	  of	  tape	  pleasing	  but	  recognise	  the	  improvements	  in	  workflow	  digital	  offers.	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1.2.2 Substantive	  Theory	  Substantive	   theory	   places	   technology	   at	   the	   centre	   of	   a	   culturally	   influenced	  debate.	   It	  denies	   the	  neutrality	  of	   instrumentalism	  and	  assumes	  that	   technology	  causes	  the	  user	  to	  be	  subjected	  to	  a	  different	  way	  of	  life.	  Substantivism	  is	  critical	  of	   technology,	   suggesting	   it	   is	   progressing	   faster	   than	   humans	   can	   control.	  Feenburg	   (2002)	   gives	   the	   example	   of	   fast	   food	   and	   the	   socio-­‐cultural	  consequences	  it	  has:	  
The	   substitution	   of	   ‘fast	   food’	   for	   the	   traditional	   family	   dinner	   can	   serve	   as	   a	   humble	  illustration	   of	   the	   unintended	   cultural	   consequences	   of	   technology.	   The	   unity	   of	   the	  family,	  ritually	  reaffirmed	  each	  evening,	  no	  longer	  has	  a	  comparable	  locus	  of	  expression.	  No	  one	  claims	  that	  the	  rise	  of	  fast	  food	  actually	  causes	  the	  decline	  of	  the	  traditional	  family,	  but	  the	  correlation	  signifies	  the	  emergence	  of	  a	  new	  technology-­‐based	  way	  of	  life.	  (p.7)	  Within	  the	  context	  of	  this	  study	  it	  could	  be	  proposed	  that	  technology	  has	  shifted	  the	   focus	   away	   from	   capturing	   musical	   performances	   in	   the	   recording	   studio,	  towards	  enhancing	  musical	  performances	  at	  the	  mixing	  stage,	  causing	  a	  decline	  in	  traditional	   recording	   methods.	   Technology,	   as	   is	   the	   case	   for	   Feenburg,	   hasn’t	  solely	   caused	   a	   shift	   in	   social	   and	   cultural	   paradigms,	   but	   the	   choice	   it	   offers	  opposes	  the	  instrumentalist	  view	  of	  neutrality;	  substantivism	  suggests	  a	  cultural	  shift	  as	  opposed	  to	  instrumental	  efficiency.	  	  Tiles	  and	  Oberdiek	  (1995)	  have	  also	  previously	  questioned	  whether	   technology	  can	  be	  seen	  as	  neutral	   ‘once	  a	  use	   is	  envisioned’	   as	   ‘it	   will	   embody	   a	   variety	   of	   social	   and	   evaluative	   meanings,	  including	   symbolic,	   moral	   and	   aesthetic	   meanings’	   (p.55).	   Thomson	   (2010)	  contextualises	   this	   using	   Feenburg’s	   appropriation	   of	   Heidegger:	   ‘technology	   is	  not	  merely	   the	   servant	  of	   some	  predefined	  social	  purpose;	   it	   is	   an	  environment	  within	   which	   a	   way	   of	   life	   is	   elaborated’	   (p.208).	   The	   recording	   studio	   is	   not	  
	  	   22	  
simply	   subservient	   to	   the	   act	   of	   recording	   a	   musical	   performance;	   it	   is	   an	  environment	  that	  encourages	  a	  unique	  musical	  performance.	  	  	  
1.2.3 Technological	  Determinism	  Further	   to	   instrumentalism	  and	  substantivism,	   technological	  determinism	  exists	  as	   a	   theory	   supporting	   optimistic	   social	   change	   caused	   by	   technology	   (Bimber,	  1990;	   Chandler,	   2002;	   Feenburg,	   2002,	   2003,	   2011;	   Veblen,	   1963;	   Williams,	  2005).	  Veblen	  (1963)	  is	  noted	  as	  a	  critical	  author	  that	  outlined	  early	  technological	  determinist	  theories.	  His	  work	  suggested	  that	  social	  organisation	  is	  a	  product	  of	  changes,	  or	  developments,	  in	  technology.	  Bimber	  (1990)	  outlines	  the	  problem	  of	  defining	  technological	  determinism:	  
‘Technological	  determinism’	  is	  a	  somewhat	  elusive	  concept	  for	  several	  reasons.	  The	  term	  is	   used	   to	   describe	   what	   is	   really	   a	   variety	   of	   distinct	   views	   about	   the	   relationship	   of	  technological	  enterprise	  to	  other	  aspects	  of	  human	  activity.	  (p.2)	  Whilst	   Bimber’s	   work	   implies	   that	   technological	   determinism	   is	   subjective	   in	  definition,	  it	  does	  define	  his	  stance,	  influencing	  his	  debate:	  
Human	  history	  develops	  over	  a	  course	  which	  corresponds	  to	  developments	  in	  technology;	  and	   developments	   in	   technology	   themselves	   proceed	   strictly	   according	   to	   an	   internal	  sequence	  and	  logic	  deriving	  from	  physical	  laws.	  (p.12)	  Technological	  determinism,	  with	  regards	  to	  this	  research,	  can	  be	  seen	  to	  embrace	  Bimber’s	   stance	   that	   the	   development	   of	   technology	   is	   explicitly	   linked	   to	   the	  progress	  of	  human	  history,	  whilst	  accepting	  that	  there	  are	  influential	  physical	  and	  internal	  factors.	  Chandler,	   in	   Technological	   or	   Media	   Determinism	   (1995),	   presents	   the	  arguments	   that	   surround	   determinism,	   suggesting	   caution.	   Determinism	   is	  claimed	   to	   be	   ‘negative’,	   or	   used	   by	   modern	   sociologists	   as	   ‘abuse’	   (p.1).	   This	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trepidation	   seems	   to	   be	   reflective	   of	   determinism	   leaving	   socio-­‐cultural	  influences	  as	  a	  secondary	  consideration;	  technology	  shapes,	  or	  determines,	  socio-­‐cultural	   phenomena.	   Unlike	   the	   view	   of	   substantivism,	   determinism	   relies	   on	  cause	   and	   effect.	   Substantivism	   suggests	   that	   technology	   is	   the	   environment	   in	  which	   socio-­‐cultural	   change	   develops,	   whereas	   determinism	   shows	   technology	  forcing	  socio-­‐cultural	  change.	  	  Smith	   and	   Marx’s	   edited	   volume,	   Does	   Technology	   Drive	   History?	   The	  
Dilemma	  of	  Technological	  Determinism	   (1994),	   presents	   a	   critique	   of	   arguments	  central	  to	  technological	  determinism.	  In	  their	  introduction	  they	  set	  out	  the	  critical	  approaches	   to	   determinism	   and	   the	   varied	   worldviews	   of	   its	   scholars.	   The	  difference	   between	   hard	   and	   soft	   determinists	   is	   laid	   out;	   hard	   determinists	  placing	  agency	  directly	  upon	   technology;	  whilst	   soft	  determinists	   suggest	   that	  a	  ‘history	   of	   technology	   is	   a	   history	   of	   human	   actions’	   (p.	   xiii).	   Soft	   determinism	  implies	   agency	   is	   only	   recognised	   once	   we	   have	   located	   it	   within	   the	   socio-­‐cultural	   context.	   As	   their	   title	   suggests,	   determinism	   seems	   to	   provide	   as	  many	  questions	   as	   it	   answers.	   Soft	   determinism	   could	   link	   closely	   with	   either	  instrumental	  or	  substantive	  approach.	  This	  uncertainty	  is	  highlighted	  by	  Chandler	  (1995)	   who	   suggests	   that	   sociologist	   critics	   of	   technological	   determinism	   have	  ‘tended	   in	   the	   past	   to	   take	   an	   anti-­‐technological	   line’	   (p.15)	   as	   the	   case	   for	  technological	   determinism	   is	   often	   over	   stated	   in	   extreme	   language.	   However	  Chandler	  does	  point	  out	  that	  the	  extreme	  nature	  of	  analytical	  language	  does	  raise	  awareness	  of	  the	  lines	  of	  research	  that	  could	  potentially	  be	  neglected.	  	  The	   definition	   that	   Smith	   and	  Marx	   (1994)	   provide	   seems	   to	   be	   a	  more	  accurate	  definition	  to	  use	  moving	  forward:	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‘Technological	  Determinism’	  has	  been	  redefined;	  it	  now	  refers	  to	  the	  human	  tendency	  to	  create	  the	  kind	  of	  society	  that	  invests	  technologies	  with	  enough	  power	  to	  drive	  history.	  (p.	  xiv)	  	  Technological	  determinism	  can	  only	   force	  social	   change	   through	   the	  power	   that	  humans	  have	  provided	  technology.	  To	  understand	  social	  change	  is	  to	  understand	  how	  humans	  relate	   to	   technology	  and	   the	   tensions	   that	  are	  created	   through	   the	  experience	   of	   using	   technology.	   Taylor	   (2010)	   provides	   a	   discussion	   of	  technological	   determinism	   within	   the	   recording	   industry.	   The	   way	   in	   which	  technology	   influences	   society	   and,	   in	   turn,	   music	   makers,	   precedes	   his	   central	  focus	   of	   the	   changing	   relationship	   we	   have	   with	   technology.	   Through	   Taylor’s	  discussion	   of	   agency	   it	   is	   clear	   that	   technology,	   much	   like	   Feenburg’s	  substantivism,	  is	  no	  longer	  seen	  as	  instrumental.	  In	  fact,	  the	  way	  in	  which	  Taylor	  documents	   society’s	   changing	   relationship	   with	   technology,	   implying	   that	   it	  would	  be	  wrong	  to	  consider	  any	  form	  of	  technology	  that	  is	  used,	  or	  indeed	  exists,	  within	   a	   social	   sphere,	   as	   instrumental	   suggests	   that	   there	   will	   no	   longer	   be	   a	  binary	  effect	  on	  efficiency,	  as	  the	  effect,	  and	  neutrality,	  of	  technological	  efficiency	  will	  be	  subjective	  to	  the	  user.	  	  	  	  These	   tensions	   lie	   at	   the	  heart	  of	   this	   research.	  Whether	   it	   is	   true	   to	   say	  that	   technology’s	   influence	   over	   the	   music	   recording	   process	   acts	   as	   a	  deterministic,	   instrumental,	   or	   substantive	   force	   is	   key	   to	   the	  main	   aims	   of	   the	  study	  that	  are	  laid	  out	  for	  consideration	  in	  chapter	  4.4.	  	  	  
1.3 Technics	  and	  Art	  To	   further	   understand	   technology	   in	   the	   context	   of	   this	   study	   it	   must	   also	   be	  understood	  in	  terms	  of	  its	  relation	  to	  human	  beings,	  society,	  and	  art.	  The	  work	  of	  Lewis	   Mumford,	   most	   notably	   Art	   and	   Technics	   (1952),	   defines	   technology	   as	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‘both	   the	   field	  of	   the	  practical	   arts	   and	   the	   systematic	   study	  of	   their	   operations	  and	  products’	   (p.15),	  which	  was	  presented	  as	  a	  series	  of	   lectures.	  For	  Mumford,	  technology	  is	  not	  a	  single	  item,	  tool,	  process,	  or	  method;	  it	  is	  a	  sum	  of	  many	  parts.	  It	  is	  this	  ambiguity	  in	  definition,	  both	  object	  and	  process,	  that	  caused	  Mumford	  to	  develop	   the	   term	   Technics.	   Technics	   refers	   to,	   and	   encompasses,	   technology	   in	  terms	   of	   how	   is	   it	   perceived	   within	   human	   activity	   and	   how,	   ‘by	   an	   energetic	  organisation	  of	  the	  process	  of	  work,	  man	  controls	  and	  directs	  the	  forces	  of	  nature	  for	  his	  own	  purposes’	  (p.15).	  Technics	  is	  the	  modernist	  expression	  of	  the	  control	  of	   technology	   and	   the	   appropriation	   of	   technology	   within	   a	   human	   narrative.	  Mumford’s	  cultural	  criticism	  suggests	  that	  we,	  as	  humans,	  have	  perhaps	  lost	  sight	  of	   the	   role	   technology	   should	   play	   and	   that	   technology	   now	   appropriates	   itself	  through	  our	  own	  desire	  for	  constant	  technological	  development.	  	  Morally,	   Mumford	   objects	   to	   constructions	   of	   a	   ‘Post-­‐Historic	  Man’	   (p.5)	  who	  finds	  himself	  left	  behind	  by	  technological	  advancement,	  beyond	  his	  control;	  a	  substantivist	  view.	  The	  analogy	  of	  man	  upon	  a	  stage	  is	  drawn,	  having	  been	  centre	  stage	   in	   existence,	   post-­‐historic	   man	   now	   finds	   himself	   ‘with	   the	   props	   and	  backdrops	  and	  lighting	  fixtures,	   indistinguishable,	  so	  to	  speak,	  from	  the	  scenery’	  (p.5).	  We	   can	   link	   this	   to	   the	   transformation	  of	   the	   recording	  process	   (which	   is	  further	   outlined	   in	   chapter	   2.4)	   and	   the	   recording	   studio’s	   evolution.	   ‘Post-­‐historic’	   man,	   the	   contemporary	   musician,	   now	   finds	   himself	   indistinguishable	  from	  pieces	  of	  music	  technology,	  such	  as	  the	  drum	  machine;	  and	  the	  performance	  aspect	  of	  recording	  music	  could	  be	  seen	  to	  have	  moved	  into	  the	  background	  of	  the	  recording	  process,	  with	  the	  technology	  to	  enhance	  performances	  now	  moving	  to	  the	  forefront.	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Further	  to	  this	  notion,	  Mumford	  suggests	  that	  technological	  development,	  and	   the	   effect	   this	   has	   on	   Technics,	   is	   apparent	   in	   terms	   of	   ‘External	   Progress’	  versus	  ‘Internal	  Progression’	  (p.10).	  The	  modern	  world	  that	  Mumford	  describes	  is	  seemingly	   bleak	   where	   humans	   are	   more	   concerned	   with	   the	   external,	   rather	  than	   the	   internal.	   By	   this,	   it	   is	   understood	   that	  we,	   as	   humans,	   have	   lost	   touch	  with	  that	  which	  makes	  us	  human:	  our	   internalised	  understanding	  of	  experience.	  This	  struggle	  is	  exemplified	  thus:	  
On	   one	   side,	   the	   highest	   degree	   of	   scientific	   and	   technical	   refinement,	   as	   in	   the	   atomic	  bomb;	   on	   the	   other	   side,	   moral	   depravity,	   as	   in	   the	   use	   of	   that	   bomb	   not	   to	   conquer	  armies,	   but	   to	   exterminate	   defenseless	   people	   at	   random.	   On	   one	   side,	   intellectual	  maturity,	   as	   in	   the	   co-­‐operative	   activities	   of	   science;	   on	   the	   other,	   crass	   emotional	  immaturity	  (1958,	  p.10)	  Technical	   refinement,	   in	   this	   case,	   is	   our	   external	   progress.	   The	   example	   given,	  the	   atom	  bomb,	   is	   seen	   by	  Mumford	   to	   be	   a	   key	   human	   scientific	   achievement.	  The	   power	   to	   vaporise	   life,	   and	   inanimate	   objects,	   by	   harnessing	   the	   power	   of	  nuclear	  fission	  brings	  new	  context	  to	  having	  influence	  over	  our	  own	  development.	  Technically	   this	   process,	   although	  more	   powerful	   technology	   now	   exists	   in	   the	  form	  of	   hydrogen	   fusion,	   is	   so	   refined	   it	   can	   be	   seen	   as	   one	   of	   the	   pinnacles	   of	  scientific	   development.	   Of	   course	   the	   ethical	   discussion	   for	   its	   use	   is	   well	  documented	  and	  is	  not	  the	  intent	  of	  this	  analogy.	  What	  Mumford	  wants	  to	  convey	  is	   that	   technological	   development	   clearly	   shows	   direct	   juxtaposition	   of	   the	  industrial	   pursuit	   of	   technical	   refinement,	   and	   the	   internal	   regression	   of	   ‘moral	  depravity’	  (p.10).	  	  Is	   the	  external	  progress	  worth	  the	   internal	  regression,	  and	  can	  these	  two	  opposing	   interpretations	   really	   balance?	   This	   is	   Mumford’s	   technological	  rationale	   and	   the	   reason	   for	   his	   discrete	   pessimism,	   something	   Leo	   Marx	  highlights	   in	   his	   article	   ‘The	   Idea	   of	   Technology	   and	   Postmodern	   Pessimism’	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(1994).	   Humans	   are	   described	   as	   having	   become	   ‘passive	   victims’	   (Mumford,	  1958,	  p.11)	  to	  technological	  development;	  we	  are	  accused	  of	  becoming	  slaves	  to	  the	   progression	   of	   the	   ‘machine’,	   slaves	   to	   technology.	   The	   problem	   that	   both	  authors	  suggest	  is	  that	  technological	  development	  is	  representative	  of	  the	  way	  in	  which	  modern	  society,	  uses	   ‘conceptions	  of	  history’	  to	   ‘serve	  a	  function	  like	  that	  served	  by	  myths	  of	  origin	   in	   traditional	   cultures’	   (Marx,	  1994,	  p.239).	  Mumford	  uses	   internal	   regression	   to	   suggest,	   in	   the	   same	  way	   as	  Marx’s	   construction	   of	  history,	  that	  we	  have	  reorganised	  our	  social	  concept	  of	  existence	  by	  matter	  of	  fact,	  (Marx’s	  history)	  instead	  of	  using	  a	  more	  internal,	  emotional	  system.	  	  Technics	  highlights	  experience	  as	  key	  to	  any	  consideration	  of	  technology.	  With	  an	  existential	  view,	  the	  way	  in	  which	  technology	  is	  experienced	  completely	  alters	   what	   it	   affords.	   This	   is	   what	   technics	   describes;	   one’s	   own	   personal	  experience	   of	   how	   technology	   can	   be	   used	   on	   natural	   phenomena.	   This	   also	  assumes	   that	   we	   consider	   technology	   as	   phenomena,	   something	   to	   which	   we	  extend	   and	  withdraw	  our	  own	  meanings	   to,	   and	   from.	  Taylor	   (2010)	  highlights	  this:	  
After	  a	  period	  of	  use,	  most	  technological	  artifacts	  are	  normalized	  into	  everyday	  life	  and	  no	  longer	   seen	   as	   ‘technological’	   at	   all,	   while	   whatever	   is	   new	   becomes	   viewed	   as	  ‘technological’	  (p.6)	  Technology	  is	  subjective	  to	  human	  interpretation,	  increasingly	  so	  with	  the	  use	  of	  technology	   in	   a	   creative	   environment	   (the	   recording	   studio,	   for	   example).	   The	  difference	   between	   something	   being	   classed	   as	   technological	   is	   relative;	   does	   it	  have	  a	  more	  useful	  successor?	  Technology	  is	  verified	  by	  the	  notion	  that	  it	  can	  be	  improved	  upon,	  or	  can	  in	  some	  way	  improve	  the	  phenomena	  it	  exploits.	  If	  technology	  is	  subjective	  to	  human	  experience	  then	  a	  logical	  extension	  of	  that	  is	  Art:	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Art	   arises	   out	   of	   man’s	   need	   to	   create	   for	   himself,	   beyond	   any	   requirement	   for	   mere	  animal	  survival,	  a	  meaningful	  and	  valuable	  world:	  his	  need	  to	  dwell	  on,	  to	  intensify,	  and	  project	   in	   more	   permanent	   forms	   those	   precious	   parts	   of	   his	   experience	   that	   would	  otherwise	  slip	  too	  quickly	  out	  of	  his	  grasp,	  or	  sink	  too	  deeply	  into	  his	  unconscious	  to	  be	  retrieved.	  (Mumford,	  1958,	  p.16)	  	  Mumford’s	   Art	   is	   concerned	   with	   the	   internal.	   Technics	   is	   concerned	   with	   the	  exclusion	   of	   ‘personality’	   (p.21)	   so	   as	   to	   aid	   technological	   development.	   In	   the	  same	   way	   that	   the	   external	   progression	   and	   internal	   regression	   is	   argued,	  Mumford	   contrasts	   Art	   and	   Technics	   suggesting	   that	   Art	   will	   always	   carry	  personality	   or	   meaning,	   no	   matter	   the	   intent,	   whilst	   Technics	   is	   objective	   and	  impersonal.	  	  In	   the	   context	   of	   this	   study,	   the	   process	   of	   recording	   music	   is	   without	  doubt	  technological.	  By	  Mumford’s	  own	  definition,	  music	   is	  Art;	   it	  does	  not	  hold	  any	  value	  to	  the	  survival	  of	  the	  species	  but	  holds	  meaning	  to	  the	  individuals	  who	  wish	  to	  make	  it.	  External	  progression	  in	  the	  recording	  process	   is	  exemplified	  by	  our	  potentially	  limitless	  options;	  internal	  regression	  is	  potentially	  reflected	  by	  the	  same	  options.	  Have	  we	   lost	  sight	  of	   technological	  development	  when	  concerned	  with	   recorded	  music,	   and	   is	  Mumford’s	   experience	   applicable	   to	   the	   process	   of	  recording	  music?	  The	  use	  of	  a	  research	  method	  that	  embraces	  phenomenology	  is	  crucial	   here	   and	   will	   be	   explored	   in	   chapter	   4.5.	   Taylor’s	   (2001)	   view	   that	  technology	   only	   becomes	   normalised	   once	   intelligible,	   becomes	   increasingly	  important	  moving	  through	  this	  research.	  If,	  as	  Mumford	  describes,	  we	  are	  losing	  sight	  of	  our	  own	  experience	  of	  technology	  are	  we	  in	  turn	  providing	  technology	  the	  opportunity	   to	   normalise,	   and	   what	   does	   this	   mean	   for	   the	   phenomena	  technology	  exploits	  and	  creates?	  For	  record	  producers	  this	  could	  manifest	  in	  how	  much	  they	  let	  technology	  influence	  the	  production	  process	  and	  whether	  they	  let	  the	  affordances	  of	  technology	  impact	  upon	  their	  creative	  decisions.	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1.4 Recorded	  Music	  
Recorded	  music	  penetrates	  to	  the	  heart	  of	  culture	  even	  as,	  for	  more	  than	  a	  century	  it	  has	  entertained	  the	  world.	  (Cook	  et	  al.,	  2004)	  To	  understand	  how	  technology	  has	  influenced	  recorded	  HM	  music,	  it	  is	  crucial	  to	  outline	  what	   is	  meant	  by	   recorded	  music.	  Recorded	  music	   is	   the	  product	  of	   the	  capture	   of	   a	   musical	   performance,	   facilitated	   by	   technology	   of	   one	   kind	   or	  another.	   The	   transformative	   nature	   of	   music	   technology	   makes	   this	   definition	  slightly	  more	  complex,	  as	  musical	  performances	  can	  now	  exist	  as	  recorded	  music	  without	  ever	  being	  physically	  performed.	  For	  example,	  a	  drum	  performance	  can	  be	   programmed	   into	   a	   Digital	   Audio	   Workstation	   (DAW)	   simply	   by	   entering	  digital	  information	  via	  the	  computer	  mouse.	  It	  could	  indeed	  be	  argued	  that	  this	  is	  a	   performance	   in	   itself	   and	   this	   makes	   the	   definition	   of	   recorded	   music	   more	  complex	   still.	   The	   following	   examples	   attend	   to	   the	   complexities	   of	   defining	  recorded	  music.	  	  Milner	  provides	  a	   rather	  poetic	   introduction	   to	   the	  concept,	   in	  Perfecting	  
Sound	  Forever:	  The	  Story	  of	  Recorded	  Music	  (2009):	  	  	  
The	  first	  thing	  the	  universe	  did	  was	  cut	  a	  record.	  For	  400,000	  thousand	  years	  after	  the	  big	  bang,	   all	   of	   creation	   was	   a	   hot,	   dense,	   soupy	   substance	   that	   trapped	   light.	   It	   also	  conducted	  sound.	  The	  pressure	   from	   the	   initial	  blast	  pushed	  on	  pockets	  of	  hot	  gas.	  The	  gas	  resisted	  and	  pushed	  back.	  The	  resulting	  vibrations	  filled	  the	  cosmos	  with	  the	  sound	  of	  celestial	  bells.	  (p.3)	  Whilst	   not	   offering	   a	   definition,	   this	   analogy	   does	   link	   closely	   with	   Mumford’s	  concept	   of	   technology	   becoming	   intelligible	   through	   its	   exploitation	   of	   natural	  phenomena.	  	  Cook	  et	  al.	  (2004)	  suggest	  two	  theories;	  two	  concepts	  that	  attend	  to	  an	  epistemology	  of	  recording:	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It	  is	  this	  ability	  of	  recordings	  to	  create	  their	  own	  reality	  that	  is	  key	  to	  how	  recording	  has	  transformed	  musical	  practises	  under	  the	  guise	  of	  merely	  reflecting	  them.	  (p.4)	  Recordings	  construct	  a	  reality	  that	  is	  unlike	  a	  live	  performance	  of	  music,	  but	  this	  is	   only	   achieved	   through	   the	   technological	   influence	   of	  musical	   practises.	   They	  continue	  to	  suggest:	  
Recording,	   then,	   is	  a	   technical	  process,	  but	   it	   is	  more	   than	   that:	   it	   is	  a	  complex	  mode	  of	  representation	  which	  generates	  meanings	  in	  its	  own	  right.	  (p.4)	  Similar	  to	  Cook	  et	  al.,	  Bennett	  (2012)	  states	  that	  the	  ‘song	  and	  the	  recording	  are	  different	  objects	  in	  law,	  but	  are	  often	  merged	  in	  creative	  practise’	  (p.166).	  Whilst	  the	  creative	  practise	  of	  making	  records	  can	  be	  blurred,	  discussion	  of	  the	  recording	  process	  again	  moves	  towards	  achieving	  intelligibility.	  	  Recording,	  whilst	  being	  technological,	  is	  also	  a	  process	  by	  which	  meaning	  is	  generated;	  seemingly	  musical,	  but	  also	  artistic.	  Perhaps	  the	  definitions	  offered	  by	  musicologists	  form	  the	  starting	  points	  for	  discussion,	  and	  to	  understand	  what	  recorded	   music	   is,	   we	   are	   looking	   in	   the	   wrong	   place.	   George	   Massenburg,	   a	  renowned	   producer,	   defines	   ‘great	   recordings’	   as	   ‘great	   tunes,	   great	  performances,	  and/or	  great	  innovations’	  (Massey,	  2009,	  p.	  ix).	  By	  that	  standard	  a	  recording	   could	   be	   defined	   as	   tuneful,	   a	   performance,	   and	   innovative.	   It	   seems	  that	  recorded	  music	  has	  to	  be	  all	  of	  the	  above,	  whilst	  at	  the	  same	  time	  presenting	  something	   new,	   or	   challenging	   convention,	   each	   time	   a	   recording	   is	   made.	   A	  definition	   may	   not	   be	   required	   at	   all	   as	   long	   as	   the	   ontological	   relationship	  between	  live	  and	  recorded	  music	  is	  intelligible.	  	  A	  concise	  definition	  seems	  problematic	  due	  to	  the	  nature	  of	  the	  field	  with	  texts	  that	  approach	  record	  production	  from	  very	  different	  positions.	  Instructional	  approaches	   like:	  Mastering	  Audio:	  The	  Art	  and	  The	  Science	   (Katz,	   2007);	  Modern	  
Recording	  Techniques	   (Huber	  and	  Runstein,	  2005);	  and	  Sound	  and	  Recording:	  An	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Introduction	   (Rumsey	   and	  McCormick,	   2006),	   provide	   technical	   accounts	   of	   the	  mechanics	  of	  recording	  and	  mixing	  music.	  Examples	  of	  publications	  that	  explore	  the	   sociological	   study	   of	   recorded	  music	   include:	  Recorded	  Music:	   Performance,	  
Culture	  and	  Technology	   (Bayley,	  2010);	   ‘Recording	  Practices	  and	   the	  Role	  of	   the	  Producer’	  (Blake,	  2009);	  ‘Configuring	  The	  Sound-­‐Box	  1965-­‐1972’	  (Dockwray	  and	  Moore,	  2010);	  and	  Song	  Means:	  Analysing	  and	  Interpreting	  Recorded	  Popular	  Song	  (Moore,	   2012).	   These	   examples	   provide	   evidence	   of	   how	   recorded	   music	   is	  explored	  both	  practically	  and	  sociologically;	  however,	  there	  are	  texts	  that	  aim	  to	  bridge	  the	  two	  positions.	  This	  bridging	  field	  is	  explored	  throughout	  this	  study	  and	  is	  introduced	  in	  the	  following	  section.	  	  
1.4.1 The	  Musicology	  of	  Recorded	  Music	  Popular	   musicology	   and	   the	   musicology	   of	   record	   production,	   although	   closely	  linked,	   seem	   to	   have	   generally	  worked	   separately	   until	   very	   recently;	   a	   change	  promoted	  by	  the	  Association	  for	  the	  Study	  of	  the	  Art	  of	  Record	  Production	  (ASARP),	  which	  was	  formed	  in	  2005.	  There	  are	  a	  number	  of	  recent	  academic	  outputs	  and	  research	  projects	  that	  move	  towards	  an	  approach	  that	  values	  record	  production.	  The	  purpose	  here	   is	   to	  highlight	   the	  existing	  work	   in	   the	   field	   to	  draw	  parallels	  and	  links	  between	  popular	  musicology	  and	  the	  musicology	  of	  recorded	  music.	  Key	  research	   projects,	   within	   the	   newly	   established	   field,	   include	   the	   work	   of	  Dockwray	   and	   Moore	   and	   the	   Sound-­‐box	   (2010),	   the	   ASARP	   (including	   the	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Performance	  in	  the	  Studio	  Project),11	  and	   the	  collective	   institutions	   that	  make	  up	  the	  CHARM	  project.12	  The	   Sound-­‐box,	   as	   an	   Arts	   and	   Humanities	   Research	   Council	   (AHRC)	  funded	   project,	   considers	   the	   hermeneutics	   of	   popular	  music	  whilst	   specifically	  focusing	  on	  the	  spatial	  presentation	  of	  recorded	  music.	  The	  project	  concerns	  itself	  with	   the	   change	   over	   time	   in	   spatial	   presentation	   within	   recorded	   music.	   The	  spatial	  presentation	  of	  recorded	  music	  is	  most	  commonly	  associated	  with	  stereo	  field	  panning:	   the	   left	   to	   right	  placement	  of	  musical	   elements	  within	  a	  mix.	  The	  first	   stereo	   recordings	  were	  made	   in	  1942,	  with	   commercial	   stereo	   tapes	  being	  made	  available	  in	  1954.13	  Also	  considered	  in	  spatial	  presentation	  of	  records	  is	  the	  interpretation	   of	   depth,	   which	   can	   be	   achieved	   with	   the	   use	   of	   selective	  equalisation,	   dynamic	   control,	   or	   with	   the	   addition	   (and	   manipulation)	   of	  reverberation.	   The	   research	   values	   the	   idea	   of	   ‘virtual	   performance’	   (Dockwray	  and	   Moore,	   2010)	   and	   is	   presented	   through	   empirical	   study	   that	   ignores	   any	  ethnographic	   underpinning	   (p.182).	   In	   short,	   the	   project	   works	   through	  chronological	  samples	  of	  recorded	  music	  between	  1965	  and	  1972	  to	  understand	  the	   stereo	   presentation	   of	   specific	   musical	   elements	   and	   whether	   there	   is	   any	  evidence	   for	   the	   way	   these	   records	   are	   spatialised.	   Is	   there	   evidence	   of	   a	  developing	  style	  that	  shows	  intent?	  It	  is	  the	  consideration	  of	  intent	  within	  music	  production	   that	  becomes	  of	   interest	   to	   this	   study.	   In	  Moore’s	  more	   recent	  work	  (2012)	   the	   Sound-­‐box’s	   concept	   intertwines	   with	   constructions	   of	   texture	   and	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11	  http://www.artofrecordproduction.com/index.php/ahrc-­‐performance-­‐in-­‐the-­‐studio	  [online]	  accessed	  15/09/2015	  12	  http://www.charm.rhul.ac.uk/index.html	  [online]	  accessed	  06/05/2015	  13	  http://www.aes.org/aeshc/docs/audio.history.timeline.html	  [online]	  accessed	  15/09/2015	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timbre.	   Production	   elements	   are	   linked	   to	   subjective	   views	   of	   the	   ‘human’	   in	   a	  brief	  analysis	  of	  Gary	  Numan’s	  ‘Cars’	  from	  The	  Pleasure	  Principle	  (1979):	  
Indeed,	   there	   is	  a	  strong	   tendency	   for	  naturalistic	  or	  at	   least	  naturalized,	  sound	  sources	  and	   human,	   or	   perhaps	   communitarian	   gestures	   to	   coexist	   […]	   Numan,	   whose	   voice	   is	  deep	   in	   the	  mix,	   sings	   of	   the	   pleasure,	   the	   comfort	   of	   alienation	   from	   others,	   within	   a	  texture	  consisting	  of	  mechanically	  regular,	  synthesized,	  uninflected,	  rather	  cold	   timbres.	  (p.48)	  	  The	   account	   juxtaposes	   the	   analytical	   interpretation	   of	   lyrical	   content	   with	  production,	  exemplifying	  the	  concept	  at	  the	  very	  heart	  of	  the	  Sound-­‐box	  project.	  Moore	  uses	  this	  example	  to	  describe	  a	  conscious	  production	  decision	  (‘deep	  in	  the	  mix’)	  to	  reflect	  musical	  ideas	  and	  themes,	  ‘alienation’	  and	  ‘cold	  timbres’.	  	  The	  CHARM	  project,	  another	  example	  of	  an	  ARHC	  funded	  project,	  was	  the	  culmination	  of	  collective	  research	  between	  Royal	  Holloway,	  University	  of	  London,	  King’s	  College,	  London	  and	  the	  University	  of	  Sheffield.	  The	  project	  was	  a	  reaction	  to	   the	   way	   in	   which	   traditional	   musicology	   treats	   music	   as	   a	   ‘written	   text	  reproduced	   in	   performance’,	   observing	   the	   requirement	   for	   the	   academic	  consideration	   of	   recorded	   music.	  14	  This	   reflects	   the	   ever-­‐increasing	   amount	   of	  music	   that	   is	   exclusively	   available	   in	   recorded	   format.	   This	   reaction	   set	   out	   to	  enable	   	   ‘musicology	  that	  better	  reflects	   the	  nature	  of	  music	  as	  experience	   in	   the	  twentieth	   century	   and	   beyond’.15	  Working	   towards	   this	   aim,	   obstacles	   that	   had	  previously	  been	  recognised	  as	  limiting	  to	  the	  study	  of	  recorded	  music,	  had	  to	  be	  removed.	   The	   limited	   access	   to	   early	   recordings	   was	   remedied	   by:	   creating	   an	  expansive	  online	  discography	  and	  library	  of	  ex-­‐copyright	  material;	  symposia	  and	  conferences	   being	   held	   to	   increase	   the	   traffic	   of	   knowledge	   on	   the	   subject	   of	  recorded	   music;	   and,	   finally,	   a	   number	   of	   projects	   were	   started	   that	   would	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
14	  www.charm.rhul.ac.uk/about/about.html	  [online]	  accessed	  02/09/2014	  
15	  www.charm.rhul.ac.uk/about/about.html	  [online]	  accessed	  02/09/2014	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attempt	   to	   formulate	   methods	   of	   researching	   recorded	   music.	   These	   projects	  included	  the	  development	  of	  the	  Sonic	  Visualiser,16	  an	  open	  source	  piece	  of	  audio	  analysis	   software	   allowing	   users	   to	   see	   recorded	  music.17	  Other	   projects	   linked	  music	   performance	   to	   the	   recording	   industry:	   gesture	   was	   presented	   through	  spectrographic	   analysis	   and	  motif,	   and	   computer	   analysis	  was	  used	   to	  highlight	  new	   approaches	   towards	   the	   historical	   appropriation	   of	   performance	   style	   in	  recorded	  music.	  CHARM’s	  multidisciplinary	  approach	  is	  key	  to	  the	  understanding	  of	   recorded	   music	   and	   its	   place	   within	   popular	   musicology,	   whilst	   also	   being	  suggestive	  of	  the	  many	  fields	  of	  research	  that	  circumscribe	  recorded	  music.	  	  These	   two	   projects	   contextualise	   the	   area	   between	   popular	   musicology	  and	   the	  musicology	   of	   recorded	  music,	   although	   now	   the	   two	  more	   commonly	  overlap.	   It	   is	   these	  projects	   that	   implicate	   the	   technological	  aspect	  of	  music	  and	  identify	  its	  relevance	  to	  academic	  interpretations	  of	  popular	  music.	  Furthering	  the	  work	  of	   these	   studies,	   the	  Art	   of	  Record	  Production	   (AoRP)	   conference	   and	   the	  ASARP	  journal	  have	  increased	  the	  traffic	  of	  knowledge	  that	  further	  links	  popular	  musicology	  and	  the	  musicology	  of	  record	  production.	  The	  ASARP	  journal	  presents	  an	  array	  of	   themes	  within	   the	  musicology	  of	   record	  production;	   the	   journal	  has	  recently	   included	   topics	   as	   varied	   as:	   record	   production	   and	   the	   Internet	  (Danielsen	  et	  al.,	  2015),	  relationships	  between	  technology	  and	  record	  production	  (Katz	   and	   Bennett,	   2012),	   and	   techno-­‐nostalgia	   (Williams,	   2015);	   placing	  emphasis	  on	   the	  broad	   spectrum	  of	   issues	   that	   face	   twenty-­‐first	   century	   record	  producers.	   This	   varied	   approach	   to	   the	   analysis	   of	   record	   production	   that	   the	  ASARP	  provides	  bridges	  the	  gap	  between	  the	  Audio	  Engineering	  Society	  (AES)	  and	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16	  www.sonicvisualiser.org/	  [online]	  accessed	  29/01/2015	  
17	  This	  software,	  due	  to	  its	  open	  source	  nature,	  has	  a	  vast	  library	  of	  user	  developed	  plugins	  allowing	  for	  a	  multitude	  of	  analysis	  approaches	  towards	  recorded	  music.	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journals	  such	  as	  Popular	  Music.	  The	  AES	  publishes	  works	  focused	  on:	  developing	  audio	   technology;	   learning	   processes	   and	   audio	   engineering;	   psychoacoustics;	  and	   sound	   design	   and	   synthesis	   –	   whilst	   publications	   such	   as	   the	   Journal	   of	  
Popular	  Music	  Studies	  and	  Popular	  Music	   focus	  on	  the	  critical	  analysis	  of	  popular	  music,	  and	  the	  surrounding	  sociology	  of	  popular	  music.	  	  	  The	   AoRP	   brings	   together	   academics,	   and	   practitioners,	   to	   work	   more	  closely	   on	   the	   analysis	   of	   recorded	   music	   and	   the	   process	   that	   creates	   it.	   Key	  academics	   that	   have	   spearheaded	   this	   include:	   Simon	   Frith;	   Simon	   Zagorski-­‐Thomas;	   and	   Richard	   Burgess.	   Frith	   and	   Zagorski-­‐Thomas’	   (2012)	   The	   Art	   of	  
Record	  Production,	  which	   is	   fully	  explored	   in	  chapter	  2.6,	   forms	  an	   introductory	  reader	   on	   the	   field	   of	   AoRP.	   The	   edited	   volume	   presents	   cross-­‐disciplinary	  academic	  studies	  side	  by	  side	  with	  primary	  source	  accounts	  from	  practitioners	  for	  a	  unique	  perspective.	  Burgess’	  The	  Art	  of	  Music	  Production	  (2013)	  continues	  this	  theme.	  Burgess,	  as	  a	  noted	  producer	  and	  musician,	  works	  closely	  with	  the	  AoRP.	  His	   2013	   title	   uses	   his	   knowledge	   of	   the	   subject	   to	   present	   an	   insight	   into	   the	  working	   role	   of	   a	  music	   producer,	   and	   how	   this	   relates	   to	   popular	  musicology.	  Again,	  this	  book	  presents	  these	  ideas	  in	  conjunction	  with	  examples	  from	  academic	  research	  and	  anecdotal	  material	  from	  other	  contemporary	  music	  producers.	  Following	   his	   work	   with	   Frith	   (2012),	   Simon	   Zagorski-­‐Thomas’	   The	  
Musicology	  of	  Record	  Production	  (2014)	  supports	  the	  view	  that	  an	  understanding	  of	  sonic	  characteristics	  of	  music,	  or	  sonic	  signatures,	  is	  not	  simply	  empirical:	  	  
This	  highlights	  one	  of	   the	  dangers	  of	   this	  approach:	   the	  categorisation	  of	   these	   types	  of	  schematic	  features	  relies	  on	  individual	  interpretation	  rather	  than	  empirical	  analysis,	  and	  any	   such	   analysis	   should	   only	   be	   measured	   by	   how	   useful	   it	   proves	   to	   be	   to	   our	  understanding	  rather	  than	  how	  ‘true’	  it	  is	  (p.69)	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Zagorksi-­‐Thomas	  suggests	  that	  The	  Musicology	  of	  Record	  Production	   is	  more	  of	  a	  starting	   point,	   perhaps	   a	   work	   to	   provoke	   further	   investigation	   of	   how	   the	  recorded	  artefact	  can	  be	  researched	  in	  relation	  to	  the	  ‘way	  people	  work	  in	  record	  production’	   (p.244).	   Through	   his	   own	   admission	   it	   is	   not	   a	   study	   of	   the	   way	  technology	   has	   influenced	   record	   production	   but	   more	   the	   construction	   of	   a	  framework	  of	  how	  people	  have	  influenced	  the	  phenomena	  of	  record	  production;	  this	  thesis	  aims	  to	  bridge	  these	  two	  areas	  of	  research.	  Zagorksi-­‐Thomas	  seems	  to	  urge	  other	  scholars	  to	  take	  up	  his	  approach,	  and	  one	  that	  this	  thesis	  aligns	  with,	  that	  musicology	  will	   benefit	   from	   a	  more	   holistic	   approach	   that	   encompasses	   a	  phenomenology	   of	   record	   production.	   Perhaps	   what	   The	   Musicology	   of	   Record	  
Production	   lacks	   in	   definitive	   conclusion,	   or	   how	   a	   musicology	   of	   record	  production	   should	   work,	   is	   made	   up	   for	   by	   the	   general	   sense	   of	   scope	   that	  recorded	  music	  affords	  musicological	  researchers	  in	  the	  twenty-­‐first	  century.	  	  It	   seems	   that	   the	   desire	   to	   develop	   further	   understanding	   of	   recorded	  music,	   as	   well	   as	   the	   socio-­‐cultural	   processes	   that	   surround	   it,	   is	   becoming	   a	  crucial	   part	   of	  musicological	   research	   in	   the	   twenty-­‐first	   century	   (Bayley	   2010;	  Cook	  et.	  al.	  2009,	  for	  example).	  The	  increasing	  presence	  of	  the	  recorded	  artefact	  in	  contemporary	  musicology	  could	  be	  the	  result	  of	  more	  music	  existing	  in	  a	  purely	  recorded	  format,	  or	  that	  the	  recorded	  artefact	  is	  more	  readily	  available,	  especially	  through	  digital	  archives.	  Cook	  et	  al.	  (2004)	  justify	  the	  changing	  shape	  of	  popular	  musicology	  thus:	  
To	  someone	  outside	  musicology	  it	  might	  be	  off	  to	  think	  of	  [music]	  as	  anything	  else	  [other	  than	   performance],	   but	   the	   traditional	   focus	   on	   scores	   as	   the	   repositories	   of	  compositional	  creativity	  has	  led	  musicologists	  to	  think	  of	  performance	  as	  something	  that	  happens	  after	  the	  event,	  so	  to	  speak,	  rather	  than	  being	  a	  creative	  practise	  in	  its	  own	  right.	  (p.1)	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Cook	  et	  al.	  question	  how	  traditional	  musicologists	  have	  treated	  performance,	  and,	  as	  recorded	  music	  is,	  in	  essence,	  a	  captured	  performance	  how	  that	  is	  also	  treated.	  	  
1.5 The	  Aesthetics	  of	  Record	  Production	  To	   understand	   what	   a	   HM	   record	   is	   we	   must	   understand	   it	   in	   terms	   of	   its	  production	  aesthetics.	  The	  sonic	  elements	  of	  a	  HM	  record	  are	  explored	  in	  chapter	  three,	  whilst	  the	  aim	  here	  is	  to	  explore	  the	  concept	  of	  aesthetics	  and	  its	  relation	  to	  this	  research.	  Theodor	  Adorno’s	  Aesthetic	  Theory	  was	  published	  posthumously	  in	  1969,	  albeit	  unfinished.	  Adorno	  is	  known	  for	  his	  critical	  approach	  towards	  mass	  culture	   and	   his	   work	   has	   influenced	   a	   wealth	   of	   cultural	   theorists.	   Paddison	  (1998)	  suggests	  that	  Adorno’s	  view	  in	  Aesthetic	  Theory	  is	  broken	  down	  thus:	  
Philosophising	   about	   art	   and	   the	   nature	   of	   the	   aesthetic	   experience	   therefore	   becomes	  itself	  the	  object	  of	  critical	  enquiry;	  it	  becomes	  historically	  situated,	  and	  the	  relationship	  to	  dominant	  ideologies	  also	  comes	  under	  focus.	  (p.358)	  Paddison	  highlights	  that	  aesthetics	  is	  a	  problem	  unto	  itself	  when	  concerned	  with	  art.	   The	   very	  notion	  of	   constructing	   a	   certain	   aesthetic,	   the	   contextualisation	  of	  ‘understanding’	   and	   ‘intelligibility’	   (p.358),	   is	   to	   contradict	   Adorno’s	   theory.	  Paddison	  interprets	  this	  to	  be	  the	  ‘predicament	  faced	  by	  the	  artist	  caught	  between	  […]	  the	  traditional	  demands	  of	  the	  art	  work	  for	  unity	  and	  integration’	  (p.358).	  To	  understand	  the	  critical	  theory	  behind	  Adorno’s	  work	  would	  take	  a	  series	  of	  theses	  but	   for	   this	   research	   it	   can	   be	   deduced	   that,	   for	   Adorno,	   aesthetics	   are	   a	  construction	  of	  understanding	  an	  artwork,	  achieving	   intelligibility.	  With	  regards	  to	   recorded	   HM	   music,	   this	   concept	   of	   intelligibility	   can	   be	   applied	   to	   record	  production	  through	  the	  decisions	  made	  with	  more	  specific,	  individual	  elements	  of	  a	   recording,	   as	   presented	   by	   Mynett,	   in	   ‘Achieving	   Intelligibility	   Whilst	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Maintaining	   Heaviness	   When	   Producing	   Contemporary	   Heavy	   Metal	   Music’	  (2012),	   for	   example.	   Mynett’s	   intelligibility	   is	   a	   measure	   of	   achieving	   ‘ease	   of	  perception	  and	  understanding	  of	  a	  particular	  instrument	  or	  sound	  source	  within	  the	  context	  of	  the	  mix’	  (n.p.).	  	  	  	  Theodore	  Gracyk	  (1996)	  addresses	  the	  concept	  of	  aesthetic	  theory	  within	  rock	  music.	  Of	  importance	  here	  is	  that	  Gracyk	  links	  rock	  music	  and	  technology	  in	  an	   almost	   symbiotic	   fashion.	   Gracyk	   recognises	   the	   problem	   he	   creates	   for	  himself:	  
Because	  aesthetics	  opposes	  art	  against	  commerce,	  any	  ‘aesthetics	  of	  rock’	  is	  undercut	  by	  my	  own	  argument	  that	  rock	  is	  rooted	  in	  technology	  and	  inseparable	  from	  the	  commercial	  operations	  of	  the	  modern	  music	  industry.	  (p.207)	  The	   problem	   highlighted	   by	   Gracyk’s	   own	   realisation	   is	   that	   to	   use	   a	   critical	  theory	   of	   aesthetics	   is	   to	   assume	   that	   aesthetics	   are	   a	   result	   of	   a	   dominant	  ideology.	   In	   the	   case	   of	   Gracyk’s	   ‘rock’,	   the	   link	   to	   technology	   and	   commercial	  process	  makes	  this	  the	  dominant	  factor.	  In	  an	  article	  critiquing	  Gracyk,	  Lee	  Brown	  (2000)	   accentuates	   the	   view	   that	   rock	  music	   in	   the	   live	   setting	   has	   ‘the	   job	   of	  mirroring	  the	  recordings	  rather	  than	  vice	  versa’	  (p.364),	  which	  compliments	  the	  notion	  of	  turning	  critical	  theory	  on	  its	  head	  when	  approaching	  rock	  music.	  Gracyk	  (1996)	   further	   notes	   that	   traditional	   aesthetics	   ‘cannot	   explain	   the	   subculture	  appeal	  of	  certain	  musics’	  (p.208).	  	  Although	   the	   views	   of	   Gracyk	   and	   Adorno	   seem	   to	   oppose	   each	   other	   it	  could	  be	  assumed	  that	  a	  production	  aesthetic	  is	  a	  culmination	  of	  Adorno’s	  rules	  as	  well	   as	   the	   contextualisation	   of	   Gracyk.	   Aesthetic	   choices	   within	   rock	   music	  production	  are	  a	  result	  of	  a	  dominant	  ideology	  (potentially	  of	  commercial	  origin)	  that	   influences	   the	   creative	   and	   technological	   choices	   made	   by	   a	   producer,	   or	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engineer,	   who	   is	   assumed	   to	   ‘understand’	   the	   intended	  musical	   result	   and	   can	  achieve	  intelligibility	  (as	  per	  Mynett,	  2012)	  within	  the	  recorded	  musical	  artefact.	  	  	  
1.6 The	  CNN	  of	  Heavy	  Metal	  The	   academic	   study	   of	   HM	  music,	   and	   record	   production	   are	   both	   blossoming	  areas	   of	   research.	  Whilst	   the	   current	   literature	   provides	   insight	   into	   numerous	  sociological	   and	   musicological	   perspectives,	   there	   has	   also	   been	   an	   increasing	  presence	  in	  popular	  journalism	  questioning	  how	  recorded	  HM	  is	  received	  by	  both	  the	  public	  and	  artists.	  These	  publications,	  whether	  in	  print	  or	  online,	  highlight	  the	  surge	   in	   interest	   in	   record	   production	   and	   how	   it	   manifests	   itself	   with	   a	  widespread	  audience.	  This	  also	  parallels	  the	  ideas	  of	  the	  AoRP	  (explored	  in	  depth	  in	   chapter	   2.6),	   bringing	   the	   worlds	   of	   the	   researcher	   and	   practitioner	   closer	  together.	   A	   few	   examples	   of	   such	   features	   are	   explored	   below,	   as	   a	   way	   of	  introducing	   some	   of	   the	   themes	   explored	   throughout	   this	   thesis	   in	   a	   wider	  context.	  
Blabbermouth,	   ‘the	  CNN	   of	   Heavy	  Metal’,	   is	   a	   news	  website	   dedicated	   to	  HM	  music	  and	   its	  surrounding	  culture.	  An	   interview	  with	  a	  member	  of	  Slipknot,	  percussionist	  Chris	  Fehn,	  discusses	   the	   record	   industry	  and	  record	   labels	   in	   the	  early	  twenty-­‐first	  century.	  18	  Fehn	  was	  asked	  to	  consider	  how	  his	  band	  would	  fare	  if	  they	  were	  starting	  their	  career	  now:	  
I	   think	   it’s	   incredibly	  difficult	   […]	  being	  a	  new	  band,	   is	  nearly	   impossible	   […]	   I	   think	  we	  would	  still	  be	  different	  than	  what’s	  out	  today,	  and	  we	  would	  still	  make	  an	  impact.	  (n.p)	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
18	  http://www.blabbermouth.net/news/slipknots-­‐chris-­‐fehn-­‐people-­‐don’t-­‐really-­‐care-­‐about-­‐sound-­‐quality/	  [online]	  accessed	  1/06/2015	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Whilst	  Fehn	  believes	  that	  his	  band	  would	  have	  what	  it	  takes	  to	  make	  an	  impact	  on	  an	   increasingly	  ambivalent	   record	   industry,	  he	   continues	  by	   suggesting	   that	   the	  decline	  in	  record	  sales	  is	  a	  reflection	  of	  the	  twenty-­‐first	  century	  music	  consumer’s	  disregard	  for	  audio	  quality:	  	  
People	  don’t	  really	  care	  anymore	  about	  sound	  quality.	  [Music	  is]	  eaten	  up	  so	  fast	  and	  it’s	  so	  easy.	  You	  know,	  I’m	  guilty	  of	  it	  too.	  I’ll	  buy	  records	  off	  iTunes	  just	  because	  I’m	  in	  my	  car	  and	  I	  want	  it	  right	  now.	  (n.p)	  Fehn	   presents	   one	   of	   the	   issues	   that	   was	   an	   early	   motivator	   for	   this	   research.	  Technology,	   in	  this	   instance,	   the	  Internet,	  affords	  availability.	  However,	   this	  also	  affords	  choice,	  and	  some	  may	  argue	   that	  herein	   lies	   the	  problem	   for	  developing	  artists.	  Of	   course	   this	   is	   not	   just	   a	  problem	   for	  HM	  artists,	   this	   is	   a	   global	   issue	  within	   music	   communities.	   How	   do	   artists	   stand	   out	   from	   the	   crowd	   when	  technology	  makes	  distribution,	  production,	  and	  publicity	  available	  to	  everybody?	  These	   processes	  were	   once	   reserved	   for	   artists	  who	   had	   the	   support	   of	   record	  labels;	   the	  cost	  and	  availability	  of	   technology	   lies	  at	   the	  heart	  of	   this	  discussion.	  Fehn’s	  view	  would	  probably	  be	  different	  if	  he	  were	  really	  to	  begin	  his	  career	  over	  again	  as	  a	  musician	  in	  2015.	  	  Mikael	   Akerfeldt,	   singer	   and	   guitarist	   of	   progressive	   HM	   band	   Opeth,	  offered	   his	   view	   on	   how	  modern	   HM	   records	   are	  made,	   in	   an	   article	   for	  Metal	  
Hammer.19	  In	  this	  article,	  Akerfeldt,	  a	  successful	  producer	  in	  his	  own	  right,	  claims	  that:	  
I	  think	  most	  metal	  fans	  just	  want	  their	  Happy	  Meals	  served	  to	  them	  […]	  they	  don’t	  really	  want	   to	   know	   about	  what	   they	   are	   getting	   […]	   I	   admire	   some	   bands	   that	   do	   the	   same	  record	  over	  and	  over	  again	  –	  I	  wonder	  how	  they	  don’t	  get	  bored!	  (n.p)	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
19	  This	  article	  has	  since	  been	  removed	  but	  an	  extract	  can	  be	  found	  here:	  http://www.ultimate-­‐guitar.com/news/general_music_news/opeth_frontman_evolution_in_metal_seems_unimportant_most_fans_want_their_happy_meals_served.html	  [online]	  accessed	  01/06/2015	  
	  	   41	  
The	  idea	  of	  commodity	  seems	  to	  frustrate	  Akerfeldt.	  He	  suggests	  that	  producing	  a	  HM	   record	   is	   similar	   to	   serving	   fast	   food,	   it	   does	  not	  matter	  how	   it	   is	  made,	   or	  what	  goes	  into	  it,	  as	  long	  as	  it	  delivers	  a	  certain	  set	  of	  aesthetics,	  a	  certain	  flavour	  perhaps.	   Akerfeldt	   also	   suggests	   that	   HM	   music	   has	   become	   homogenous	   and	  repetitive,	  perhaps	  linked	  to	  the	  concept	  of	   intelligibility	  as	  a	  dominant	  ideology	  within	   recorded	   HM	   production.	   Whilst	   his	   interview	   caused	   a	   number	   of	  responses	  at	  the	  time,	  his	  views	  on	  homogeny	  are	  explored	  in	  the	  context	  of	   the	  current	  literature	  surrounding	  HM	  record	  production	  in	  3.3.	  20	  
Blabbermouth	   published	   an	   article	   about	   the	   production	   of	   Halestorm’s	  
Into	  The	  Wild	  (2015).21	  The	  article	  features	  extracts	  from	  an	  interview	  conducted	  with	   drummer	   Arejay	  Hale	   and	   bassist	   Josh	   Smith.22	  In	   this	   interview	   the	   band	  detail	   the	   live	  approach	   they	   took	   to	  recording.	  By	  playing	   together	  at	   the	  same	  time,	  which	   is	   fairly	  uncommon	  for	  modern	  HM	  and	  rock	  artists,	  a	  resistance	   to	  the	   modern	   approach	   to	   recording	   is	   highlighted.	   The	   contemporary	   approach	  would	   isolate	   each	   performer	   to	   aid	   the	   recordings	   intelligibility.	   Using	   a	   live	  approach	   was	   attributed	   to	   capturing	   the	   ‘energy’	   of	   Halestorm’s	   on-­‐stage	  performances.	  Halestorm	  are	  arguably	  influenced	  by	  more	  classic	  HM	  artists	  and	  this	  is	  conveyed	  in	  how	  they	  perceive	  production:	  23	  
That's	  kind	  of	  what	  we	  wanted	  to	  do	  on	  this	  record	  —	  really	  point	  out	  that	  honest	  rock	  and	   roll	   sound.	   'Cause	   I	   think	   that	  more	  and	  more	  people	   [want]	   to	  hear	   that.	   Less	  and	  less	   people	   wanna	   hear	   things	   that	   are	   so	   processed	   and	   so	   polished	   perfect.	   People	  wanna	  hear	   personality	   on	   the	   record.	   At	   least	   the	   people	   that	   come	  out	   to	   our	   shows.	  (n.p)	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
20	  A	  notable	  response	  came	  from	  Static	  Magazine	  –	  http://www.staticmagazine.net/in-­‐response-­‐to-­‐mikael-­‐akerfeldt-­‐metal-­‐fans-­‐are-­‐not-­‐closed-­‐minded	  [online]	  accessed	  01/06/2015	  21	  http://www.blabbermouth.net/news/halestorms-­‐arejay-­‐hale-­‐more-­‐and-­‐more-­‐people-­‐are-­‐wanting-­‐to-­‐hear-­‐that-­‐honest-­‐rock-­‐and-­‐roll-­‐sound/	  [online]	  accessed	  01/06/2015	  22	  https://youtu.be/UrNPUyWvj8s	  [online]	  accessed	  01/06/2015	  23	  Halestorm	  show	  their	  influence	  on	  a	  cover	  of	  DIO’s	  ‘Straight	  Through	  The	  Heart’	  which	  featured	  on	  the	  tribute	  album	  to	  the	  late	  Ronnie	  James	  Dio	  This	  Is	  Your	  Life	  (2014)	  
	  	   42	  
Gracyk	   (1996)	   would	   most	   likely	   argue	   that	   production	   and	   performance	   are	  more	  symbiotic	  than	  this	  polarised	  view.	  However,	  it	  does	  present	  an	  interesting	  perspective,	  the	  focus	  on	  precision	  and	  perfection,	  which	  is	  explored	  later	  in	  the	  thesis	  (chapter	  3.4).	  	  	  
MusicRadar	   is	   a	  website	   that	   documents	   the	   latest	   news	   and	   reviews	   for	  music	  instruments,	  as	  well	  as	  musician,	  technique,	  and	  theory	  features.	  An	  article	  published	   in	   2013	   focused	   on	   HM	   record	   producer	   Colin	   Richardson	  (Richardson’s	   credits	   include:	   Bullet	   For	  My	   Valentine;	   Chimaira;	  Machinehead;	  and	  Slipknot).24	  In	  the	  article,	  Richardson	  discusses	  the	  transition	  from	  analogue	  tape	  to	  digital	  recording,	  and	  the	  sonic	  effect	  this	  had:	  
I	  think	  with	  metal,	  you’re	  always	  looking	  for	  clarity	  –	  it	  can	  be	  between	  200	  and	  240bpm!	  I	  found	  that	  with	  tape,	  you	  were	  always	  struggling	  to	  get	  that	  clarity	  […]	  Like	  if	  an	  album	  was	  being	  done	  over	  a	  period	  of	  three	  months,	  your	  drum	  sound	  would	  degrade.	  I	  think	  albums	   take	   longer	   to	  make	  now	   than	   they	  used	   to,	  because	   there	  are	   so	  many	  options	  with	  Pro	  Tools.	  (n.p)	  For	  Richardson,	  the	  advantages	  and	  disadvantages	  of	  technological	  development	  are	  clear.	  Recordings	  benefit	   from	  digital	   technology	  sonically,	  but	  he	  highlights	  the	   problem	   of	   choice;	   the	   options	   that	   technology	   affords.	   This	   tension,	   as	  highlighted	  by	  an	  influential	  practitioner,	  further	  suggests	  the	  method	  pursued	  by	  this	  thesis.	  	  The	   above	   examples	   of	   popular	   journalism	   critique	   and	   debate	   the	  production	   of	  HM,	   and	   how	   fans	   and	   industry	   alike	   receive	   it.	   This	   section	  was	  intended	   to	   introduce	   some	   of	   the	   themes	   that	   are	   to	   be	   explored,	   through	   the	  current	   research	   available	   throughout	   this	   thesis,	   whilst	   presenting	   how	   HM	  record	  production	  is	  a	  visible	  entity	  in	  popular	  journalism	  and	  online	  media.	  It	  is	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
24	  http://www.musicradar.com/news/guitars/interview-­‐metal-­‐production-­‐guru-­‐colin-­‐richardson-­‐400260	  [online]	  accessed	  01/06/2015	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important	  to	  embrace	  the	  presence	  HM	  has	  in	  journalistic	  and	  online	  outlets	  due	  to	  the	  youth	  of	  the	  field;	  these	  sources	  can	  often	  offer	  insightful	  information	  that	  academic	  research	  platforms	  have	  not	  yet	  obtained	  or	  gathered.	  	  	  
1.7 The	  Study	  The	   interest	   for	   this	   study	   can	   be	   found	   in	   the	   relationship	   that	  Dockwray	   and	  Moore	   (2010)	   suggest	   lies	   between	   cognitive	   choice	   and	   informed	   musical	  decisions.	   The	   process	   of	   recording	   music	   encompasses	   many	   socio-­‐cultural	  influences	  that,	  this	  research	  assumes,	  shape	  the	  way	  in	  which	  music	  is	  produced	  in	  the	  studio.	  More	  importantly,	  these	  influences	  must	  shape	  the	  way	  we	  operate	  the	  specific	  technology	  housed	  within	  the	  recording	  studio	  and	  thus,	  influence	  the	  recorded	  musical	  artefact.	  This	  study	   is	  directly	  concerned	  with	  the	   influence	  of	  technology	   over	   the	   recorded	  musical	   artefact.	   To	   fully	   explore	   this,	   technology	  must	  be	  explored	  in	  terms	  of	  its	  use	  and	  how	  recording	  professionals	  subjectively	  experience	  the	  use	  of	  technology;	  further	  linking	  the	  study	  of	  recorded	  HM	  music	  with	  the	  production	  processes	  that	  seemingly	  define	  its	  sonic	  character.	  	  	  	  Chapter	   two,	   considers	   the	   ways	   in	   which	   music	   is	   recorded	   through	   a	  deconstruction	   of	   chronological	   accounts	   and	   forms	   a	   literature	   review	   that	  reveals	   the	   technological	  DNA	  of	   the	   recording	  process,	   and	   identifies	  what	  has	  changed	  about	  the	  process	  and	  the	  tools	  that	  are	  used,	  or	  are	  required,	   to	  make	  music	  in	  the	  twenty-­‐first	  century.	  The	  Art	  of	  record	  production	  is	  also	  addressed;	  linking	   the	   technological	   influence	   over	   production	   methods	   to	   the	   creative	  processes	   that	   fuel	  music	   creation	   in	   the	   recording	   studio.	   The	   thriving	   area	   of	  research	  surrounding	  the	  art	  of	  record	  production,	  the	  record	  producer,	  and	  the	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hierarchies	  within	  the	  recording	  studio	  provides	  evidence	  for	  the	  consideration	  of	  recording,	  as	  an	  art	  form	  and	  equally	  important	  as	  traditional	  approaches	  within	  popular	  musicology.	  This	   encompasses	   social,	   historical,	   and	   cultural	   contextual	  elements	  as	  well	  as	  the	  industrial	  elements	  that	  underpin	  the	  recording	  industry.	  	  Chapter	  three	  deals	  with	  the	  literature	  specific	  to	  HM	  music	  that	  precedes	  this	   study	  and	  considers	   the	  problems	  with	   recorded	  HM	  music	  and	   the	   critical	  presentation	  of	  HM	  production.	  The	  genre	  has	  become	  the	  centre	  of	  its	  own	  field	  of	  academic	  research	  known	  as	  Metal	  Studies,	  the	  roots	  and	  expanse	  of	  which	  is	  explored.	   Although	   discussion	   surrounding	   the	   musicological	   contexts	   of	   the	  genre	  has	  been	  present	  for	  the	  last	  twenty	  years,	  the	  area	  of	  research	  now	  thrives	  with	   its	   own	   global	   academic	   conferences	   and	   an	   increasing	   number	   of	   regular	  publications.	   The	   journal	   titled	  Metal	  Music	   Studies	   was	   first	   published	   in	   early	  2015	  and	  introduced	  a	  dedicated	  platform	  for	  researchers,	  across	  a	  multitude	  of	  disciplines,	  to	  publish	  works	  solely	  concerned	  with	  HM	  music.	  Chapter	  three	  first	  discusses	  the	  evolution	  of	  HM	  in	  academic	  research	  whilst	  also	  considering	  how	  recorded	   HM	   music	   has	   developed	   over	   time.	   The	   second	   part	   of	   this	   chapter	  deals	   with:	   the	   academic	   treatment	   of	   HM	   record	   production;	   the	   techniques	  used;	   and	   present	   HM	   sonic	   aesthetics.	   The	   art	   of	   HM	   record	   production	   is	  considered	   and	   questioned,	   whilst	   outlining	   the	   research	   question,	   the	  positioning	   of	   this	   research,	   and	   the	   problems	   that	   arise	   from	   dealing	  with	   the	  production	  of	  recorded	  HM	  music.	  	  Chapter	   four	   outlines	   with	   the	   way	   in	   which	   this	   study	   proceeds	   to	  investigate	   the	   research	   question:	   ‘How	   has	   the	   development	   of	   technology	  influenced	   recorded	   Heavy	   Metal	   music?’	   A	   philosophical	   underpinning	   is	  explored,	   ethical	   considerations	   for	   research	   in	   this	   area	   are	   outlined,	   and	   the	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methodological	   framework	   is	   proposed.	   By	   discussing	   contrasting	   research	  approaches,	   and	   their	   relative	   epistemology,	   chapter	   four	   comes	   to	   explore	   the	  use	   of	   Interpretative	   Phenomenological	   Analysis	   (IPA)	   as	   the	   primary	   research	  method	  for	  this	  study.	  IPA	  relies	  on	  the	  experiences	  of	  the	  sampled	  participants,	  as	   well	   as	   the	   interpretation	   of	   the	   researcher,	   to	   form	   idiographic	   accounts	  relating	   to	   the	   central	   themes	   of	   the	   study.	  Using	   IPA	  provides	   the	   participants	  with	  the	  opportunity	  to	  explore	  their	  own	  experiences	  in	  ways	  that	  perhaps	  they	  have	  not	  been	  able	  to	  before,	  through	  interpretation.	  Conducting	  semi-­‐structured	  interviews	  with	   seven	   participants,	   and	   giving	   them	   the	   opportunity	   to	   explore	  aspects	  of	  their	  own	  experiences	  has	  created	  a	  unique	  data	  set.	  	  Chapter	   five	   explores	   three	   overarching	   themes	   that	   became	   apparent	  through	   the	   interpretation	   and	   coding	   of	   the	   participant	   interviews.	   The	  relationship	   between	   technology	   and	   HM	   production	   is	   explored	   through	   the	  development	   of	   subordinate	   and	   super-­‐ordinate	   themes,	   presented	   by	   the	  construction	  of	  a	  comparative	  narrative.	  The	  individual	  views	  of	  each	  participant	  have	  been	  presented	  in	  direct	  contrast	  to	  each	  other	  to	  solidify	  the	  interpretations	  made	   by	   the	   research.	   The	   sonic	   characteristics	   of	   recorded	   HM	   music	   are	  explored	  vicariously	  through	  each	  participant,	  with	  the	  intention	  of	  drawing	  links	  to	   the	   current	   literature	   and	   beginning	   to	   construct	   a	   more	   holistic	   view	   of	  recorded	   HM	   music.	   A	   key	   outcome	   of	   this	   research	   is	   the	   influence	   of	   Genre	  
Specific	   Production	  Aesthetics	   (GSPA),	   presented	   here	   as	   a	   possible	  marriage	   of	  technological	   development	   and	  musical	   elements.	   Building	   from	   the	   concept	   of	  GSPA	   the	   anticipated	   and	   potential	   use	   of	   technology	   is	   explored	   as	   a	   result	   of	  sociological	  and	  musical	  influences.	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Chapter	  six	  brings	   together	   the	   interpretations	  made	  within	  chapter	   five,	  and	  the	  literature	  explored	  throughout	  the	  earlier	  chapters	  of	  this	  thesis.	  	  Whilst	  the	  unique	  nature	  of	  the	  sample	  is	  a	  significant	  outcome	  of	  this	  study,	  chapter	  six	  highlights	   the	   consequent	   outcomes	   of	   using	   IPA	   and	   compares	   these	  with	   the	  existing	  knowledge	   that	  surrounds	  HM	  production.	   	  This	  chapter	   focuses	  on	   the	  interpretations	   of	   the	   researcher,	   a	   concept	   that	   is	   key	   to	   IPA	   research,	  represented	  by	  a	  significant	  shift	  in	  the	  narrative.	  The	  participant	  responses,	  and	  the	   themes	   that	   they	   generated,	   are	   further	   explored	   through	   the	   presence	   of	  idealism	  and	  how	  technology	  has	  shaped	  a	   typical	  HM	  production.	  The	  negative	  results	   of	   technological	   development	   are	   proposed,	   with	   issues	   of	   compromise	  playing	   significant	   roles	   in	   the	   production	   process	   of	   recorded	   HM.	   This	   study	  attends	   to	   the	   research	   question:	   ‘how	   has	   the	   development	   of	   technology	  influenced	   recorded	  HM	  music?’	   Chapter	   six	   culminates	  with	   an	   answer	   to	   this	  question	  and	  the	  presentation	  of	  recorded	  HM	  music	  as	  a	  product	  of	  idealism	  and	  instrumentalism.	  The	  interpretations	  of	  the	  participants,	  and	  the	  researcher,	  who	  provide	  the	  phenomenological	  context	  for	  this	  thesis,	  affirm	  this.	  	  The	  final	  chapter	  of	  this	  thesis	  provides	  the	  opportunity	  for	  reflection.	  By	  considering	   the	   contributions	   that	   have	   been	  made,	   as	   well	   as	   the	   avenues	   for	  further	  research,	  that	  are	  highlighted	  by	  limitations	  and	  by	  the	  further	  questions	  that	   this	   study	   has	   revealed,	   this	   study	   aims	   to	   present	   a	  more	   holistic	   view	   of	  recorded	  HM	  music’s	  relationship	  with	  technology.	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2 Record	  Production	  This	   chapter	   explores	   record	   production	   as	   a	   creative	   and	   commercial	   process	  and	   a	   field	   of	   academic	   research.	   Numerous	   publications,	   both	   academic	   and	  scholarly,	  explore	  record	  production	  and	  attend	  to	  the	  many	  areas	  of	  the	  field	  that	  can	   seem	   mystic.	   The	   multifaceted	   nature	   of	   record	   production	   and	   the	   many	  academic	   disciplines	   that	   investigate	   it	   are	   explored	   by:	   Recorded	   Music:	  
Performance,	  Culture	  and	  Technology	   (Bayley,	   2010);	  The	  Cambridge	  Companion	  
to	  Recorded	  Music	  (Cook	  et	  al.,	  2009);	  The	  Art	  of	  Recording:	  The	  Creative	  Resources	  
of	  Music	  Production	  and	  Audio	   (Moylan,	  1992);	  and	  The	  Art	  of	  Record	  Production	  (Frith	  and	  Zagorski-­‐Thomas,	  2012).	  Burgess’	  The	  Art	  of	  Music	  Production	   (2013)	  forms	  an	  exploration	  of	   the	   role	  of	   the	  music	  producer	   through	   idiographic	  and	  historical	  accounts,	  whilst	  Howlett’s	   ‘The	  Record	  Producer	  as	  Nexus’	  (2012)	  and	  Horning’s	  Engineering	  the	  Performance:	  Recording	  Engineers,	  Tacit	  Knowledge	  and	  
the	  Art	  of	  Controlling	  Sound	   (2004)	   examine	   the	   role	   of	   the	   record	   producer	   in	  further	   detail.	   Zak’s	   Poetics	   of	   Rock:	   Cutting	   Tracks,	   Making	   Records	   (2001)	  investigates	  how	  recordings	  are	  made,	   and	  attempts	   to	  demystify	   the	   recording	  process	  whilst	  Clarke’s	   ‘A	  Magic	  Science:	  Rock	  Music	  as	  a	  Recording	  Art’	   (1983)	  studies	  Jimi	  Hendrix	  as	  an	  example	  of	  musician	  who	  began	  to	  embrace	  developing	  recording	  technology	  as	  an	  artistic	  tool.	  The	  changing	  shape	  of	  music	  technology	  is	   explored	   Théberge’s	   Any	   Sound	   You	   Can	   Imagine:	   Making	   Music/Consuming	  
Technology	  (1997)	  highlighting	  the	  transformative	  nature	  of	  recorded	  music	  and	  the	   surrounding	   sociological	   influences.	   These	   examples	   clearly	   represent	   the	  wide-­‐ranging	  academic	  research	  that	  explores	  record	  production	  and	  the	  impact	  of	  technological	  development.	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Nostalgia	   can	   become	   a	   large	   part	   of	   the	   discussion	   surrounding	   record	  production,	   whilst	   optimism	   flows	   through	   the	   ever-­‐expanding	   works	   that	  populate	  the	  field	  of	  the	  Art	  of	  Record	  Production	  (AoRP).	  Philip	  McIntyre’s	  article	  ‘Tradition	   and	   Innovation	   in	   Creative	   Studio	   Practise:	   The	   Use	   of	   Older	   Gear,	  Processes	   and	   Ideas	   in	   Conjunction	   with	   Digital	   Technologies’	   (2015)	   is	   a	   key	  example	   of	   the	   optimistic	   ethos	   portrayed	   by	   the	   AoRP.	   McIntyre	   attempts	   to	  ascertain	   the	   reasoning	   for	   romanticism	   in	   relation	   to	   older	   music	   technology.	  This	   questions	   the	   ‘diametric’	   (n.p.)	   opposition	   of	   tradition	   and	   innovation,	  suggesting	  that	  these	  are	  indeed	  linked	  and	  complementary;	  presenting	  a	  positive	  construction	  of	  how	  record	  producers	   interact	  with	   technology	  and	  aid	   forward	  thinking	  technological	  development.	  	  	  The	  historical	  context	  of	  record	  production	  will	  be	  explored	  by	  examining	  some	  of	  the	  key	  moments	  in	  the	  history	  of	  audio	  recording	  and	  the	  literature	  that	  details	   the	  development	  of	   technology	  that	  now	  shapes	   the	  recording	  process	   is	  explored.	  The	  recording	  studio	  is	  explored	  in	  greater	  detail	  here:	  its	  development;	  its	   progressiveness;	   its	   transformation;	   and	   reflection	   on	   how	   the	   recording	  studio	   is	   a	   rapidly	   changing	   paradigm	   in	   twenty-­‐first	   century	   music	   making.	  Commercial	   influence	   is	   explored	   via	   the	   ‘loudness	   war’;	   the	   heated	   debate	  surrounding	   dynamic	   reduction	   in	   contemporary	   recorded	   music.	   The	   AoRP	   is	  considered	   and	   a	   deconstruction	   of	   its	   key	   aims	   is	   presented.	   The	   theme	   of	   art	  within	  record	  production	  is	  examined,	  both	  in	  the	  context	  of	  the	  AoRP	  and	  in	  this	  study.	   Finally,	   the	   importance	   of	   metaphor	   is	   explored,	   within	   the	   record	  production	   context.	   This	   aims	   to	   avoid	   any	   potential	   hermeneutic	   issues	   when	  analysing	   the	   interview	   data	   in	   chapter	   five.	   It	   is	   crucial	   to	   present	   an	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understanding	  of	  this	  to	  move	  forward	  with	  the	  research	  question	  that	  binds	  this	  thesis.	  	  	  
2.1 The	  Recording	  Studio	  The	  recording	  studio,	   in	   its	  simplest	   form,	   is	  a	   facility	   that	  allows	  the	  capture	  of	  music	  and	  the	  ability	  to	  repeatedly	  replay	  the	  captured	  performance,	  shaping	  and	  transforming	  these	  performances	  into	  a	  product.	  However,	  defining	  performance	  and	   the	   recording	   studio	   is	   now	   problematic	   in	   the	   era	   of	   digital	   recording	  technology.	  It	  is	  important,	  within	  this	  thesis,	  to	  explore	  the	  definitive	  properties	  of	  the	  recording	  studio,	  whether	  these	  properties	  are	  physical	  or	  conceptual.	  This	  section	  does	  not	   attend	   to	   a	   full	   conceptual	   exploration	  of	   the	   recording	   studio,	  this	   would	   require	   much	   more	   attention,	   but	   it	   is	   hoped	   that	   this	   section	   will	  showcase	   what	   the	   recording	   studio	   can	   be,	   as	   well	   as	   introduce	   some	   of	   the	  problems	  that	  musicologists	   face	  when	  exploring	  music	  making	  in	  the	  recording	  studio.	  The	   recording	   studio	   can	   exist	   as	   the	   traditional,	   and	   most	   familiar,	  concept	  of	  a	  large-­‐scale	  facility;	  it	  can	  exist	  as	  a	  personal	  computer-­‐based	  system	  in	  a	  musician’s	  home;	  it	  can	  even	  exist	  as	  a	  commuter’s	  tablet	  computer	  on	  public	  transport,	  and	  any	  number	  of	  iterations	  in-­‐between.	  It	  could	  also	  be	  described	  by	  the	  collection	  of	  specific	  pieces	  of	  technology	  that	  habit	  its	  control	  and	  live	  rooms,	  tape	   and	   server	   rooms,	   or	   indeed	   its	   software	   plugins	   written	   into	   its	   digital	  architecture.	  Traditional	  recording	  studios	  would,	  and	  still	  do,	  usually	  comprise	  of	  a	   live	   recording	   space	   and	   a	   control	   room.	   The	   live	   recording	   space	   would	   be	  designed,	   or	   treated,	   to	   achieve	   a	   particular	   acoustic	   property;	   dry	   recording	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spaces	  would	  exhibit	   little	   to	  no	  reverberation,	  whilst	  wet,	  or	   lively,	  spaces	  may	  have	  larger	  reverberations	  or	  more	  reflective	  surfaces.	  
Figure	  2.1	  Parlour	  Recording	  Studio	  Live	  Room	  
Figure	  2.2	  Parlour	  Recording	  Studio	  Control	  Room25	  The	   live	   room	   pictured	   above	   (Figure	   2.1)	   exemplifies	   a	   modern,	   larger,	   live	  space.	   Acoustic	   baffling	   on	   the	   walls	   and	   ceiling	   allows	   for	   the	   engineer,	   or	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
25	  http://www.parlourstudios.co.uk/recording_studio_images/control1.jpg	  [online]	  accessed	  29/09/2015	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producer,	   to	   utilise	   different	   areas	   of	   the	   room	   for	   different	   sonic	   aesthetics.	  Signal	   captured	   by	   microphones	   in	   the	   live	   room	   will	   normally	   be	   sent	   to	   the	  control	  room	  via	  wall	  mounted	  cable	  looms,	  providing	  a	  link	  between	  the	  live	  and	  control	   rooms.	   The	   isolation	   that	   this	   provides	   is	   presented	   as	   an	   issue	   of	  hierarchy	  by	  Williams	  (2007):	  	  
Throughout	   the	   history	   of	   recording	   studios,	   divisions	   of	   space	   have	   exerted	   a	  tremendous	   influence	   over	   the	   recording	   process,	   and	   have	   helped	   to	   shape	   the	  experiences	  of	  every	  recording	  participant,	  from	  the	  technicians	  behind	  the	  control	  room	  window,	  engineers	  and	  producers,	  to	  the	  musicians	  on	  the	  performance	  space	  floor.	  (n.p.)	  Control	  rooms	  are	  designed	  to	  provide	  an	  optimal	  listening	  environment;	  usually	  centred	  around	  a	  large-­‐format	  mixing	  console	  and	  specialised	  monitor	  speakers,	  with	   various	   outboard	   processing	   equipment	   surrounding.	   Often	   a	   window	  provides	   a	   line	   of	   sight	   between	   producer	   and	   musician,	   whilst	   it	   is	   also	   now	  becoming	   common	   to	   see	   closed	   circuit	   television	   systems	   being	   used.	   Mixing	  consoles	   often	   feature	   built	   in	  microphones	   allowing	   producer	   and	  musician	   to	  communicate.	  This	  would	  be	  a	   somewhat	   typical,	   albeit	  generalised,	  description	  of	  a	  large-­‐scale	  recording	  facility.	  	  Students	  of	   recording	   science	  and	  music	   technology	  are	  often	  prescribed	  reading	  lists	  that	  include	  introductory	  readers	  to	  the	  subjects	  of	  their	  courses.	  A	  popular	  title,	  Modern	  Recording	  Techniques	  (Huber	  and	  Runstein,	  2005),	  frequent	  to	   these	   reading	   lists	   suggests	   that	   the	   physical	   elements	   of	   a	   recording	   studio	  are:	  
[…]	  made	  up	  of	  one	  or	  more	  acoustic	  spaces	  that	  are	  specifically	  designed	  and	  tuned	  for	  the	  purpose	  of	  capturing	   the	  best	  possible	  sound	  onto	  a	  recording	  medium.	   In	  addition,	  these	   facilities	   are	   often	   structurally	   isolated	   in	   order	   to	   keep	   outside	   sounds	   from	  entering	  the	  room	  and	  getting	  into	  the	  recording.	  (p.3)	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This	  title	  goes	  on	  to	  illustrate	  traditional	  features	  of	  renowned	  studios	  by	  displaying	  floor	  plans	  (p.5)	  and	  describing	  the	  various	  rooms	  that	  are	  essential	  for	  a	  large-­‐scale	  studio	  to	  operate.	  Huber	  and	  Runstein	  also	  detail	  the	  project	  studio,	  portable	  rerecording	  technology	  and	   ‘the	  people	  who	  make	  it	  all	  happen’	  (p.17).	  From	   a	   practical	   perspective	   Modern	   Recording	   Techniques,	   and	   other	   similar	  publications	  (Rumsey	  and	  McCormick,	  2006),	  present	  the	  recording	  studio	  as	  an	  amalgamation	   of	   acoustics,	   architecture,	   technology	   and	   staffing.	   For	   most	  purposes	  this	  satisfies	  any	  query	  of	  what	  a	  traditional	  recording	  studio	  model	  is.	  This	  study	  however,	  is	  concerned	  with	  phenomena,	  which	  suggests	  that	  a	  deeper	  understanding	   of	   the	   recording	   studio	   is	   required,	   simply	   to	   satisfy	   a	   broader	  audience	  and	  researcher.	  	  
The	  Cambridge	  Companion	   to	  Recorded	  Music	   (Cook	   et	   al.,	   2009)	   collects	  chapters	  that,	  as	  the	  title	  suggests,	  are	  explorations	  of	  the	  music	  made	  in,	  and	  by,	  studios.	  However,	  it	  does	  offer	  insight	  and	  exploration	  of	  what	  recording	  studios	  are.	   Some	  noteworthy	   themes	   from	   the	   chapters	   include:	  Greig	   (2009)	   suggests	  the	   recording	   studio	   environment	   influences	   musicians,	   asserting	   that	   ‘all	  musicians	  agree	   that	  concerts	  and	  recordings	  are	  very	  different	  animals’	   (p.17);	  issues	   of	   the	   ‘power’	   that	   recording	   studio	   technology	   holds	   is	   questioned	   by	  Blake	   (p.	   41,	   2009);	   and	   critical	   approaches	   to	   listening	   to,	   writing	   about	   and	  analysing	  recordings	  are	  all	  discussed.	  The	  noticeable	  divide	  between	  the	  science	  of	   the	   introductory	   readers	   and	   the	   art	   of	   Cook	   et	   al.	   is	   reflective	   of	   the	  problematic	  task	  of	  defining	  the	  recording	  studio.	  Slater	  and	  Martin’s	  framework	  for	  musical	  creativity	  (p.	  73,	  2012)	  further	  supports	   the	   notion	   of	   the	   recording	   studio	   experiencing	   a	   transformation	   as	   a	  result	   of	   technological	   development.	   By	   examining	   musico-­‐creativity	   via	   a	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phenomenological	   route,	   the	   recording	   studio	   as	   a	   ‘monolithic’	   concept	   is	  questioned,	  suggesting	  that	  musico-­‐creativity	  is	  no	  longer	  linked	  to	  such	  a	  space.	  	  Théberge	  (1997),	  over	  a	  decade	  before,	  closely	  links	  the	  transformation	  of	  music	  production	   to	   the	   consumption	   of	   technology	   suggesting	   that	   contemporary	  music	  making	  has	  changed	  in	  accordance	  to	  the	  changing	  shape	  of	  the	  recording	  studio.	  Leyshon	  (2009)	  similarly	  suggests	  that,	  with	  specific	  focus	  to	  software:	  
Technological	   change	   is	   intimately	   bound	   up	   with	   the	   history	   of	   the	   industry	   more	  broadly,	  […]	  software	  has	  had	  significant	  implications	  for	  recording	  studios	  over	  the	  past	  30	   years	   or	   so.	   Indeed,	   software	   has	   played	   a	   significant,	   albeit	   unforeseen,	   role	   in	   the	  crisis	   that	   currently	  besets	   the	   recording	   studio	   sector	  which	   is	   characterised	  by	   falling	  recording	   budgets,	   declining	   demand	   for	   studio	   space-­‐time,	   deteriorating	   employment	  conditions,	  continuing	  erosion	  of	  barriers	  to	  entry,	  runaway	  production	  and,	  increasingly,	  studio	  closures.	  (p.	  26)	  Taylor	  (2011)	  reiterates	  Frith	  (1992)	  by	  assuming	  that	  technologies	  ‘that	  catch	  on	  are	   the	   ones	   that	   lead	   to	   the	   decentralization	   of	   music	   making	   and	   listening’	  (p.19).	   These	   theories	   all	   link	   the	   transforming	   state	   of	   the	   recording	   studio	   to	  technological	  development	  and	  result	  in	  the	  increasing	  ambiguity	  of	  the	  definition	  of	  the	  recording	  studio.	  These	  examples	  also	  highlight	  that	  the	  recording	  studio,	  in	   whatever	   form	   we	   consider	   it,	   is	   defined	   by	   music	   making.	   To	   unravel	   the	  surrounding	  research	  would	  require	  the	  devotion	  of	  an	  entire	  chapter	  here,	  and	  it	  is	  not	  the	  intention	  of	  this	  chapter	  to	  do	  so.	  The	  importance	  here	  is	  to	  present	  the	  problematic	  nature	  of	  defining	  the	  recording	  studio.	  	  The	   recording	   studio	   is	   a	   place	   that	   is	   built	   around	   capturing	   acoustic	  energy	   and	   turning	   it	   into	   a	   repeatable	   format.	   Its	   definition	   is	   a	   problem	  unto	  itself.	  It	  can	  be	  thought	  of	  as	  architecture;	  as	  brick	  and	  mortar;	  it	  can	  be	  contained	  within	   a	   computer,	   ever	   more	   mobile	   and	   flexible.	   Any	   definition	   given	   here	  would	  most	   certainly	   fall	   short	  of	   conveying	  a	   comprehensive	  picture	  of	  what	  a	  recording	   studio	   is.	   This	   brings	   about	   issues	   of	   creativity	   for	  music	  makers,	   as	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well	   as	   the	   impact	  of	   environment	  on	  musical	  performance.	  These	   concepts	   are	  continually	  explored	  throughout	   the	   following	  chapter,	   linked	  more	  closely	  with	  technological	   development	   so	   as	   to	   align	   with	   the	   context	   of	   this	   thesis.	   The	  literature	   that	   explores	   the	   record	  producer,	   the	   chronological	   developments	  of	  music	  technology,	  the	  transformative	  nature	  of	  record	  production,	  and,	  the	  art	  of	  record	  production	  form	  the	  following	  chapter.	  	  	  
2.2 The	  Record	  Producer	  The	   role	   of	   record	   producer	   has,	   similarly	   to	   the	   role	   of	   the	   recording	   studio,	  changed	  dramatically	  in	  the	  last	  century.	  Julio	  d'Escrivan	  (2011)	  defines	  the	  role	  of	  producer	  as	  being	  inclusive	  of:	  
[…]	   the	   entrepreneur	   trying	   to	   get	   a	   song	   to	  become	  number	  one;	   the	   financier	  putting	  down	  the	  money	  for	  a	  first	  CD	  by	  an	  up-­‐and-­‐coming	  band;	  the	  ‘overseer’	  of	  the	  recording	  process;	   arbiter	   of	   the	   quality	   of	   the	   finished	  mix;	   or	   the	   engineer	   looking	   after	   every	  aspect	  of	  his	  recording	  project.	  (p.120)	  Whilst	  this	  definition	  does	  seemingly	  present	  a	  comprehensive	  breakdown	  of	  the	  role,	   it	   also	   presents	   its	   own	   problems.	   Is	   the	   producer	   purely	   a	   financial	  benefactor,	  and	  is	  the	  producer	  somehow	  different	  to	  the	  engineer?	  Producer	  Roy	  Thomas	  Baker26	  (Clark,	  2011)	  states	  that	  being	  a	  producer	  is	   ‘totally	  different	  to	  engineering	   […]	   the	   first	   thing	   I	   did	   when	   I	   took	   up	   producing	   was	   give	   up	  engineering’	   (p.249).	   However,	   some	   of	   the	   literature	   that	   is	   explored	   in	   this	  section	  suggests	  that	  there	  is	  a	  trend	  causing	  the	  two	  roles	  to	  become	  more	  and	  more	  intertwined.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
26	  Credits	  include:	  Free;	  Queen;	  and	  T-­‐Rex	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Researchers	   have	   explored	   various	   aspects	   of	   the	   role	   to	   achieve	   some	  kind	  of	  definition;	  a	  definition	  that	  has	  provided	  to	  be	  quite	  troublesome	  due	  to	  the	   transformative	   nature	   of	   record	   production	   and	   the	   recording	   industry.	  Hennion	  (1989)	  suggests	  that	   the	  producer	  acts	  as	  an	   intermediary,	  as	  part	  of	  a	  social	   system	   based	   in	   isolation	   (Théberge,	   2004,	   p.763),	   and	   Muikku	   (1990)	  describes	   the	   producer	   as	   a	  mysterious	   ‘eminence	   gris’	   (p.25),	   highlighting	   the	  difficulty	   in	   forming	   a	   definition.	   Later	   in	   this	   thesis,	   seven	   semi-­‐structured	  interviews	  with	  record	  producers	  reveal	  the	  intricacies	  and	  multi-­‐faceted	  nature	  of	  the	  role.	  However,	  in	  the	  context	  of	  this	  research,	  the	  participants	  were	  asked	  to	   focus	   on	   the	   role	   that	   technology	   plays	   in	   their	   approach	   to	   recording	   HM	  music,	  but	  this	  does	  highlight	  how	  the	  role	  of	  record	  producer	  has	  changed.	  So	  as	  to	  provide	  context	  for	  the	  nuances	  revealed	  by	  the	  interview	  data,	  and	  for	  a	  more	  general	  contextual	  appropriation	  of	  the	  role,	  it	  is	  important	  to	  explore	  some	  of	  the	  existing	  literature	  that	  attends	  to	  the	  record	  producer.	  	  Muikku,	  in	  ‘On	  the	  Role	  and	  Tasks	  of	  a	  Record	  Producer’	  (1990),	  presents	  a	  short	  chronology	  of	  the	  music	  producer	  before	  exploring	  the	  transformative	  role.	  He	   explores	   how,	   between	   the	   1930s	   and	   50s,	   the	   role	   of	   producer	   remained	  static	  and	  simple:	  ‘get	  the	  artist	  in	  the	  studio,	  switch	  on	  the	  microphone	  and	  make	  the	  resulting	  sound	  as	  clear	  as	  possible’	  (p.25).27	  The	  1960’s	  changed	  the	  role	  of	  the	   producer	   forever,	   as	   a	   result	   of	   the	   development	   of	   recording	   technology	  (p.26)	  and	  rock	  music.	  The	  traditional	  role	  of	  the	  producer	  moved	  away	  from	  the	  simple	  role	  described	  above,	  to	  one	  that	  involved	  more	  creativity.	  The	  model	  that	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
27	  This	  view	  is	  further	  exemplified	  by	  the	  generalisations	  noted	  by	  Negus	  (2010):	  ‘These	  [anecdotes]	  characteristically	  portray	  the	  producer’s	  roles	  as	  allowing	  [Bob]	  Dylan	  to	  record	  with	  few	  obstructions,	  putting	  a	  microphone	  in	  front	  of	  him	  or	  arranging	  microphones	  in	  such	  a	  way	  as	  to	  follow	  his	  movements’	  (p.214)	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Muikku	  constructs	  suggests	   that	   the	  producer,	  as	  we	  understand	  the	  role	   today,	  balances	  artistic,	  economic,	  and	  social	  roles	  (p.28).	  However,	  Muikku	  does	  suggest	  that	   this	  model	   is	   still	   somewhat	  problematic	   as	   it	  has	   to	   embrace	  expectations	  (Hennion,	   1989)	   and	   producers	   must	   also	   act	   as	   the	   link	   between	   artists	   and	  record	  companies:	  
For	  example,	  during	  different	  kids	  of	  conflicts	  (economic,	  artistic	  or	  social)	  the	  producer	  is	   the	   person	  who	   tries	   to	   conclude	   peace.	   In	   the	   end,	   the	   producer	   is	   loyal	   to	  money.	  (p.32)	  The	   problem	   with	   Muikku’s	   conclusion	   here	   is	   that,	   since	   1990,	   the	  recording	   industry	  has	  changed	  more	  dramatically	  than	  in	  the	  chronology	  of	  his	  article.	  As	  will	  be	  noted	  later	  in	  this	  thesis	  (chapter	  5)	  it	  can	  be	  assumed	  that	  for	  most	  record	  producers	  in	  the	  present	  day,	  loyalty	  to	  ‘money’	  would	  amount	  to	  an	  unsuccessful	   career.	   Most	   producers	  will	   look	   to	   creative	   solutions	   to	   continue	  working,	   hinting	   to	   much	   more	   complexity	   than	   Muikku’s	   tripartite	   model.	  However,	  Muikku	  does	  present	   the	   foundations	   for	   the	  modern	  day	  producer:	  a	  balancing	  act	  between	  the	  management	  of	  artists	  and	  provision	  of	  creative	  record	  production.	   Howlett’s	   article	   for	   the	   AoRP	   journal,	   ‘The	   Record	   Producer	   as	  Nexus’	   (2012),	   continues	   the	   tripartite	   modelling	   theme	   that	   Muikku	   suggests.	  Howlett	  proposes	  that	  the	  producer	  acts	  as	  a	  nexus,	  ‘a	  means	  of	  connection’	  (p.1),	  between	   ‘artist,	   the	   technology,	   and	   the	   commercial	   interest’.	   For	   Howlett	   ‘the	  producer’s	   role	   is	   profoundly	   musical’	   (p.4).	   The	   role	   is	   defined	   by	   the	   music	  produced	  as	  a	  result	  of	  balancing	  artistry,	  technology,	  and	  commerciality.	  Howlett	  also	  suggests	  that	  this	  connection	  makes	  the	  music	  meaningful	  (p.4),	  highlighting	  the	  role	  of	  the	  producer	  as	  crucial	  to	  the	  recording	  process.	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Zak’s	  The	  Poetics	  of	  Rock:	  Cutting	  Tracks,	  Making	  Records	  (2001),	  dedicates	  an	   entire	   chapter	   to	   the	   roles	   of	   the	   engineer	   and	   the	   producer.	   Crucially,	   Zak	  focuses	  in	  on	  the	  producer	  role	  and	  notes:	  
While	  [producer’s]	  work	  includes	  things	  as	  mundane	  as	  budget	  management,	   it	  can	  also	  tend	   to	   the	   enigmatic	   […]	   Conceptions	   of	   the	   producer’s	   role	   vary	   greatly	   among	  producers	   themselves	  and	   from	  one	  era	   to	  another,	  and	   the	  scope	  of	   the	  role	   in	   limited	  only	  by	  the	  number	  of	  tasks	  on	  a	  given	  project.	  (p.172)	  Zak	  presents	  the	  producer	  role	  as	  both	  singular	  and	  collective	  responsibilities,	  in	  equal	  measure.	  He	  recognises	  that	  the	  producer	  can	  be	  musically	  involved	  with	  a	  project,	  as	  well	  as	   taking	  a	  back	  seat	  and	  acting	  simply	  as	  an	  administrator,	  but	  inclusive	   of	   any	   role	   in-­‐between.	   The	   crucial	   part	   of	   Zak’s	   analysis	   is	   that	   the	  producer	   role	   is	   transformative,	   and	   this	   depends	   on	   the	   type	   of	   artist	   the	  producer	  works	  with,	  and	  the	  period	  of	  time	  the	  producer	  is	  active	  within.	  Zak’s	  analysis	   moves	   through	   a	   number	   of	   accounts,	   detailing	   different	   producer’s	  methods	  and	  philosophies,	  as	  well	  as	  presenting	  a	  chronological	  comparison.	  Zak	  also	  notes	  that	  the	  producer	  is	  now	  more	  recognised	  than	  ever,	  with	  an	  increasing	  impact	  on	  how	  music	   is	   consumed.	  He	  suggests	   that	   the	  records	  being	  made	  by	  renowned	   producers	   ‘[demand]	   to	   be	   heard	   on	   their	   own	   sonic	   terms’	   (p.181).	  Not	  only	  is	  the	  producer	  seen	  as	  a	  mediator	  and	  creative	  within	  the	  studio,	  they	  are	  becoming	  part	  of	  the	  fabric	  that	  creates	  a	  records	  commercial	  success.	  	  Williams	  (2007)	  explores	  recording	  studio	  architecture	  and	  the	  impact	  this	  has	  on	  the	  social	  relationships	  and	  hierarchy	  within	  the	  studio.	  He	  states:	  	  
The	   division	   of	   recording	   studio	   space	   results	   in	   the	   loss	   of	   status	   and	   power	   for	  musicians	  during	  the	  recording	  process	  […]	  the	  construction	  of	  isolating	  walls	  and	  baffles	  was	   designed	   to	   shift	   power	   from	   musician	   to	   technician.	   Recent	   trends	   in	   recording	  practice	   that	   seek	   to	   abandon	   physical	   separation	   between	   musicians	   and	   technicians	  reflect	  the	  degree	  to	  which	  musicians	  have	  reclaimed	  power	  during	  the	  recording	  process	  in	  the	  rock	  and	  post-­‐rock	  era.	  (n.p.)	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Williams	   takes	   the	   approach	   that	   power	   and	   hierarchy	   is	   instilled	   by	   the	  architecture,	   in	   the	   most	   traditional	   sense.	   However,	   it	   is	   recognised	   that	   this	  concept	   is	   blurred	   for	   those	   who	   may	   have	   been	   introduced	   to	   recording	   by	  portable,	   and	   affordable,	   recording	   technology.	   This	   view	   suggests	   that	   the	  traditional	   recording	  studio	  hierarchy,	  with	   the	  producer	  and	   technicians	  at	   the	  summit,	   has	   drastically	   changed	   due	   to	   technological	   development.	   There	   is	   a	  potential	   problem	  with	  Williams’	   concept;	   it	   could	   be	   assumed	   that	   artists	   still	  look	   to	   producers	   to	   assert	   a	   dominant,	   yet	   collaborative,	   role	   during	   the	  production	   process.	   The	   intricate,	   and	   multifaceted	   nature	   of	   the	   record	  production	  process	  seems	  to	  be	  missed	  when	  studio	  architecture	  is	  employed	  as	  a	  method	  of	  exploration.	   	  The	  participants	  of	   this	   thesis,	  as	  explored	   in	  chapter	  5,	  suggested,	   through	   the	   lack	   of	   discussion,	   that	   studio	   architecture,	   and	   its	  supposed	  construction	  of	  power,	  does	  not	  seem	  to	  exist	  for	  them.	  	  Bennett	   (2009)	   highlights	   the	   tensions	   felt	   by	   record	   producers	   in	   the	  1980s,	   caused	   by	   the	   increasingly	   influential	   technological	   developments	   of	   the	  decade.	   Denouncing	   a	   ‘deterministic	   viewpoint’	   (p.6),	   Bennett	   suggests	   that	   the	  music	  of	   the	  era	  was	  subject	  to	  two	  types	  of	  record	  producers:	   those	  embracing	  the	   new	   digital	   recording	   and	   sampling	   technology;	   and	   those	   favouring	   more	  traditional,	  normalised	  technology.	  Whilst	  not	  explicitly	  deconstructing	  the	  role	  of	  the	   record	   producer,	   this	   article	   does	   begin	   to	   unravel	   the	   influence	   of	  technological	  phenomena	  and	  how	  this	  has	  shaped	  the	  role	  of	  the	  producer.	  One	  example	  of	  a	  HM	  album	   from	   the	  decade,	   explored	  by	  Bennett,	   is	  Def	  Leppard’s	  
Hysteria	  (1987);	  produced	  by	  Mutt	  Lange.	  Bennett	  discusses	  how	  Lange	  and	  Def	  Leppard	  embraced	  the	  ‘revolutionary’	  technology	  to	  produce	  their	  record:	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Whilst	  [‘Animal’]	  follows	  a	  straightforward	  arrangement,	  the	  production	  on	  the	  record	  is	  far	   from	  simple.	   It	   is	  a	  series	  of	  complex	  production	  decisions	  that	  would	  have	  required	  an	  immense	  amount	  of	  time	  and	  work	  in	  order	  to	  meet	  the	  eventual	  outcome.	  The	  result	  is	  a	  vast	  spectacle	  of	  multiple	  overdubs,	  edits	  and	  multi-­‐tracking,	  placed	  with	  precision	  in	  the	  stereo	  field	  […]	   from	  the	  outset	  more	  than	  two	  guitars	  are	  clearly	  audible	  and	  there	  are	  multiple	  layers	  of	  vocals	  and	  backing	  vocals,	  suggesting	  large	  amounts	  of	  overdubbing	  and	  multi-­‐tracking	  was	  used	  in	  the	  production	  process.	  (p.3)	  	  Not	   only	   does	   this	   production	   process	   pre-­‐empt	   contemporary	   HM	   production	  methods	   (see	   chapter	   3.2),	   it	   exemplifies	   the	   way	   in	   which	   producers	   opt	   to	  employ	  technological	  developments.	  It	  also	  suggests	  a	  link	  between	  technological	  development	  and	  commercial	  intent,	  with	  both	  Lange	  and	  Def	  Leppard	  wanting	  to	  achieve	   a	   ‘pristine-­‐sounding,	   clean	   and	   tightly	   edited	   radio	   friendly	  unit	   shifter’	  (p.3).	  By	  highlighting	  the	  tensions	  felt,	  Bennett	  supports	  the	  problematic	  nature	  of	  defining	  what	   the	   record	  producer	   is.	   Technology	   informs	   their	   role	  whilst	   also	  being	  defined	  by	  how	  they	  use	  it.	  Pras	   and	   Guastivino	   (2011)	   identify	   the	   increasing	   trend	   in	   musicians	  acting	   as	   their	   own	   producers,	   recording	   in	   self-­‐constructed	   home	   studios.	   The	  authors	   identified	   that,	   through	   the	   experiences	   of	   ‘young	   professionals’	   (p.73),	  that	   there	  were	   skills	   that	   exemplified	   the	   ideal	  producer	   (‘communication’	   and	  ‘interpersonal	   skills’),	   and	   the	   ideal	   sound	   engineer	   (minimal	   interaction	   with	  musicians	  during	  sessions)	  (p.73).	  Again,	  the	  authors	  allude	  to	  a	  tripartite	  model	  of	   thematic	   content:	   mission;	   skills;	   and	   interaction.	   It	   is	   significant	   that	   the	  authors	  separate	  out	  the	  roles	  of	  engineer	  and	  producer,	  with	  the	  other	  research	  explored	  here	  suggesting	  that	  the	  roles	  are	  now	  more	  commonly	  intertwined.	  	  Richard	   James	   Burgess’	  The	  Art	   of	  Music	   Production	   (2013),	   provides	   an	  all-­‐encompassing	   journey	   through	   the	   role	   of	   the	   music	   producer.	   By	  documenting	   his	   experiences	   and	   his	   view	   of	   the	   current	   role	   of	   the	   music	  producer,	  The	  Art	  of	  Music	  Production	  offers	  an	  insight	  into	  the	  parts	  of	  the	  music	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industry	  often	  surrounded	  by	  mythology;	  presenting	  a	  similar	  view	  to	  Zak	  (2001),	  and	   the	  producer	  as	   an	  enigma.	  Technological	  development	   is	   acknowledged	  as	  increasingly	  influential,	  something	  determinists	  would	  argue	  from	  the	  outset.	  It	  is	  interesting	  here	   that	   through	  Burgess’	   experience	  of	   the	  Roland	  MC-­‐828	  and	   the	  development	  of	  computer	  music,	  the	  reader	  can	  obtain	  first	  hand	  information	  on	  a	   topic	   that	   is	  often	  presented	   in	   chronologically	  based	  arguments.	  The	   issue	  of	  technological	   influence	  on	  recorded	  music	   is	  widely	  debated	  but	  Burgess	  avoids	  the	   easily	   adopted	   authenticity	   argument	   by	   presenting	   ideas,	   as	   he	   does	  throughout,	   in	   terms	   of	   varied	   perspectives.	   It	   highlights	   and	   forces	   home	   the	  main	   theme	   that	   comes	   through	   from	   Burgess’	   narrative,	   light	   and	   shade.	  Although	   he	   points	   out	   that	  most	   of	  music	   production	   is	   related	   to	  making	   the	  right	   choices,	   he	   acknowledges	   that	   the	   right	   choice	   for	   one	   project,	   or	   one	  producer,	  may	  not	  be	  the	  right	  choice	  for	  another.	  Adam	  Martin’s	  thesis	  The	  Role	  and	  Working	  Practise	  of	  Music	  Producers:	  An	  
Interpretative	   Phenomenological	   Analysis	   (2014)	   is	   a	   contemporary	   example	   of	  phenomenological	   research	   that	   highlights	   the	   need	   for	   a	   holistic	   approach	  towards	  the	  musicology	  of	  record	  production,	  via	   idiographic	  research.	  By	  using	  interpretative	   phenomenological	   analysis,	  Martin	   is	   able	   to	   provide	   insight	   into	  the	  experience	  of	  the	  music	  producer	  and	  how	  the	  role	  has	  changed	  over	  time.	  His	  thesis	   not	   only	   builds	   on	   the	   previous	   works	   explored	   above,	   it	   provides	   a	  comprehensive	   link	  between	   sociological	   and	  musicological	   studies	   through	   the	  qualitative	  method	   used.	  Martin’s	   contributions	   include	   the	   conclusion	   that	   the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
28	  Burgess	  co-­‐designed	  the	  Simmons	  SDS-­‐V	  electronic	  drum	  kit	  and	  defined	  the	  role	  of	  the	  computer	  musician	  with	  the	  implementation	  of	  the	  Roland	  MC-­‐8	  Microcomposer	  on	  the	  1981	  hit	  ‘Einstein	  A	  Go-­‐Go’	  by	  Landscape.	  The	  Roland	  MC-­‐8	  was	  one	  of	  the	  first	  stand-­‐alone,	  microprocessor-­‐based	  sequencers.	  http://www.soundonsound.com/sos/1997_articles/mar97/rolandmc8.html	  [online]	  accessed	  09/10/2015	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role	   of	   the	   producer	   is	   still	   accessible	   through	   a	   tripartite	   model	   that	  encompasses	  three	  skill	  sets:	  ‘social,	  musical,	  and	  technical’	  (p.265).	  	  It	  would	  seem	  that	  the	  varied	  research	  suggests	  that	  the	  role	  of	  the	  music	  producer	   is	  definable	  by	   interchangeable	   tripartite	  models	   that	   include,	   in	  some	  form:	   artistic;	   commercial;	   technical;	   social	   influences;	   and	   skillsets.	   The	   role	   of	  the	  music,	   or	   record	  producer	   is	   clearly	   still	   problematic	   for	  musicologists.	   The	  role	   has	   changed	   dramatically	   since	   early	   incarnations	   a	   century	   ago.	   Theorists	  suggest	   this	   has	   been	   determined	   by	   technological	   development,	   the	  transformative	  nature	  of	  the	  recording	  industry,	  and	  the	  social	  contextualisation	  of	   the	   recording	   studio.	   This	   thesis,	   although	   not	   explicitly	   concerned	   with	  constructing	   a	   further	   definition	   of	   the	   record	   producer,	   is	   however	   concerned	  with	   the	   experiences	   and	   consciousness	   of	   record	   producers.	   Martin’s	   (2014)	  tripartite	  model	  that	  encompasses	  social,	  artistic	  and	  technical	  skillsets	  seems	  the	  most	   appropriate	   model	   put	   forward	   by	   contemporary	   musicologists,	   as	   it	  presents	   the	   most	   contemporary	   view	   of	   the	   spectrum	   of	   working	   music	  producers.	  	  	  	  
2.3 Historical	  Context	  There	   has	   been	   substantial	   research	   concerned	   with	   the	   history	   of	   recorded	  sound	  and	  the	  technological	  development	  that	  has	  occurred.	  Frith	  and	  Zagorski-­‐Thomas	   (2012)	   dedicate	   a	   third	   of	   their	   edited	   volume	   to	   contextualising	   the	  history	  of	  recorded	  sound.	  Many	  authors	  have	  provided	  highly	  detailed	  accounts	  of	   the	   chronological	   development	   of	   audio	   technology	   (Braun,	   2000;	   Camilleri,	  2010;	   Clarke,	   1983;	   Horning,	   2002,	   2004;	   Katz,	   2010;	   Milner,	   2009;	   O’Connell,	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1992;	  Pinch	  and	  Bijsterveld,	  2004;	  Taylor,	  2010;	  Warner,	  2003;	  Zagorski-­‐Thomas,	  2008;	  Zak,	  2001).	  This	  chapter’s	  aim	  is	  not	  to	  reiterate	  the	  historical	   foundation	  that	   these	  authors	  have	   spent	   a	   considerable	   amount	  of	   time	  presenting,	   but	   to	  present	  the	  current	  literature	  that	  illuminates	  technological	  development	  and	  its	  impact	  on	  record	  production.	  The	  recording	  industry	  itself	  exhibits	  a	  progressive	  nature,	  exceedingly	  so	  in	  the	  twenty-­‐first	  century.	  The	  perpetual	  development	  of	  the	   technology	  and	   the	  artistic	  practise	   that	   contribute	   to	   recorded	  music	  could	  be	   synonymously	   linked	   to	  AoRP’s	  desire	   for	   academic	   exploration	   in	   this	   field.	  This	  progress	  is	  somewhat	  bound	  to	  recording	  technology.	  With	  the	  first	  recorded	  words	  and	  music	  only	  being	   captured	   in	  1877	  and	  1878	   (Thomas	  Edison	   reads	  ‘Mary	   had	   a	   little	   Lamb’ 29 	  and	   Jules	   Levy	   performs	   ‘Yankee	   Doodle’) 30	  respectively,	   the	   recording	   industry	   has	   evolved	   in	   less	   than	   two	   centuries;	  whereas	   the	   music	   that	   it	   relies	   and	   thrives	   upon	   is	   directly	   related	   to	   the	  chronology	   of	   the	   ‘human	   experience’	   (Reybrouck,	   2006).	   This	   highlights	   the	  recording	   industry’s	   dependency	   on	   technology	   (both	  musical	   and	   commercial)	  and	  suggests	  an	  intrinsic	  link	  between	  the	  developments	  of	  both,	  as	  symbiotic	  (as	  per	  Zak,	  2001).	  	  There	   are	   a	   number	   of	   studies	   that	   stand	   out	   as	   influential	   in	   the	  comprehension	   of	   the	   development	   of	   recording	   technology	   from	   a	   sociological	  perspective.	  The	  work	  of	  Susan	  Schmidt	  Horning	  (2002	  and	  2004)	  encompasses	  culturally	  informed	  studies	  on	  the	  history	  of	  recorded	  sound.	  Horning’s	  doctoral	  thesis	  Chasing	  Sound:	  The	  Culture	  and	  Technology	  of	  Recording	  Studios,	  1877-­‐1977	  (2002),	   presents	   a	   unique	   study	   into	   a	   specific	   recording	   culture.	   The	   thesis	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
29	  http://www.charm.rhul.ac.uk/history/p20_4_1.html	  [online]	  access	  02/07/2014	  
30	  http://www.aes.org/aeshc/docs/audio.history.timeline.html	  [online]	  access	  02/07/2014	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outlines	   and	   explores	   the	   developing	   culture	   of	   recording	   studios	   in	   America,	  contextualising	  the	  recording	  studio	  in	  time	  and	  place.	  Key	  to	  Horning’s	  historical	  analysis	   is	   the	   suggestion	   that	   there	   have	   been	   key	   indicators	   of	   change	   in	   the	  history	  of	  recording	  sound.	  Post	  war	  America	  heralded	  the	  collaboration	  of	  audio	  engineers	   and	   popular	   musicians.	   Horning	   suggests	   that	   ‘the	   recording	   studio	  became	   a	   site	   in	   which	   notions	   of	   skill	   and	  professionalisation	   were	   redefined,	  and	  technological	  invention	   influenced	   the	   nature	   of	   musical	   performance	   and	  composition’	   (p.3).	   This	   is	   a	   key	  moment	   in	   the	   context	   of	   this	   study.	  Here	   it	   is	  recognised	  that	  technology	  has	  direct	  influence	  on	  the	  musical	  activity	  within	  the	  studio;	  which	  links	  to	  Théberge	  (in	  Frith	  et	  al.,	  2001)	  and	  his	  view	  that	  technology	  is	   ‘central	   to	   the	   production,	   distribution	   and	   consumption	   of	   popular	   music’	  (p.24).	   Horning	   suggests	   an	   optimistic	   link	   to	   a	   form	   of	   soft	   technological	  determinism;	  31	  the	  technology	  that	  defines	  the	  recording	  studio	  is	  forcing	  change	  by	   redefining	   skills	   alongside	   musical	   performance.	   However,	   technology	   only	  acts	   this	   way	   once	   the	   recording	   studio	   itself,	   the	   location	   of	   social	   change,	   is	  recognised	  as	  intelligible.	  Horning	   carries	   on	   to	   state	   that	   recording	   took	   on	   its	   own	   persona;	   it	  became	  an	  art	  form	  in	  the	  1970’s:	  
By	  the	  1970s	  recording	  itself	  had	  assumed	  an	  individual	  identity	  as	  an	  art	  from,	  and	  the	  'original'	  performance	  was	  rapidly	  becoming	  the	  record,	  from	  which	  a	  'live'	  performance	  would	  be	  copied.	  (p.6)	  By	   the	   1970’s	   the	   recording	   industry	   had	   already	   seen	   significant	   changes	   in	  recording	   technology:	   moving	   from	   Edison’s	   cylinder;	   Bell	   Lab’s	   disc	   cutting	  lathes;	   magnetic	   recording	   in	   the	   1930’s;	   the	   introduction	   of	   the	   33	   1/3	   rpm	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
31	  Technological	  determinism	  is	  explored	  in	  1.2.3	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record;	   Les	   Paul’s	   ‘Sound	   on	   Sound’	   overdubbing	   in	   the	   late	   1940’s;	   and	  advancements	   in	   multi-­‐track	   analogue	   tape	   recording.	   Horning	   points	   out	   that	  through	  all	  of	  these	  important	  technological	  developments	  recording	  had	  shifted	  to	  become	  the	  art	  form	  now	  recognised	  by	  likes	  of	  authors	  such	  as	  Burgess,	  Frith,	  and	  Zagorski-­‐Thomas.	  It	  is	  also	  worth	  noting	  that	  Horning’s	  live	  versus	  recording	  juxtaposition	   is	   highly	   debated	   in	   record	   production.	   Horning	   declares	   that	   the	  ‘transformation	  of	  recording	  from	  the	  art	  of	  capturing	  sound	  to	  the	  engineering	  of	  an	   illusion’	   (p.51)	   is	   the	   most	   revolutionary	   development	   in	   the	   history	   of	  recorded	  sound.	  	  This	   transformation	   is	   visible	   in	   other	   forms	   of	   artistic	   media,	   most	  commonly	  linked	  to	  photography.	  The	  similarities	  between	  capturing	  sound	  and	  image,	   and	   the	   engineering	   of	   an	   illusion,	   as	   an	   edited	   recording	   or	   digitally	  altered	   photograph	   is	   plain	   to	   see;	   Farid	   (2009)	   outlines	   the	   various	   ways	   in	  which	   photography	   has	   witnessed	   similar	   transformations,	   particularly	   in	   the	  field	   of	   digital	   forgeries.	   Wheeler	   (2005)	   presents	   the	   ethical	   problems	   with	  digital	  editing	  in	  photographic	  media;	  the	  ‘phototruth’	  of	  the	  chemical	  photograph	  cane	  be	  linked	  to	  Horning’s	  ‘art	  of	  capturing	  sound’:	  	  
The	  chemical	  photograph	  with	  its	  imperceptible	  transition	  from	  black	  to	  white	  through	  an	  infinite	  number	  of	  grays	  seemed	  for	  more	  than	  a	  century	  so	  easy	  to	  understand.	  A	  photo	  was	   reality.	   It	  was	   a	   scientific	   document.	  We	   could	  understand	  how	   lenses	  worked	  and	  could	  predict	  how	  chemical	  reactions	  would	  occur,	  and	  we	  believed	  the	  photograph	  was	  as	  objective	  as	  mathematics	  and	  as	  clear	  a	  view	  as	  glass	  provides.	  (Wheeler,	  2005,	  p.xiii)	  For	  Wheeler	  and	  Horning,	  an	  ethical	  tension	  lies	  between	  the	  scientific	  process	  of	  capture	  and	  the	  artistic	  process	  of	  engineering	  a	  digital	  illusion.	  For	  Wheeler	  the	  problem	  seems	  to	  be	  the	  tactility,	  or	  lack	  of,	  that	  renders	  a	  digital	  photograph	  as	  an	   illusion;	   whilst	   for	   Horning	   the	   dilemma	   is	   presented	   as	   the	   influence	   of	  technology	  that	  has	  changed	  the	  role	  of	  the	  record	  producer,	  from	  a	  scientist	  to	  an	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artist	   (Horning,	  2004,	  p.725).	  This	   signifies	  where	   to	  begin	  discussion	  of	   record	  production	   as	   an	   art	   form,	   not	   just	   a	   process	   of	   physically	   storing	   audio	  information	  in	  a	  physical	  or	  digital	  medium.	  Horning	  not	  only	  discusses	  the	  larger	  scale	   impact	   that	   recording	   technology	  has	  had	   sociologically,	   but	   suggests	   that	  the	  technology	  has	  much	  more	  direct	   influence	  over	  the	  recording	  musicians:	   ‘It	  stands	   to	  reason	   that	   the	   music	   [artists]	   started	   to	   hear	   in	   their	   heads	   might	  change,	   not	   just	   because	   more	   music	   was	   heard	   from	   distant	   locations	   but	  because	  they	  could	  actually	  envision	  new	  sounds’	  (p.10).	  This	  theory	  is	  somewhat	  critical	  to	  the	  development	  of	  HM	  music	  explored	  in	  chapter	  three.	  	  	  Morton’s	  Off	  The	  Record	   (2000)	   and	   Sound	  Recording:	  The	  Life	  Story	  of	  a	  
Technology	  (2004)	  provide	  an	  in-­‐depth	  study	  of	  the	  developing	  technology	  behind	  the	  recording	  industry.	  Morton	  presents	  the	  chronology	  that	  has	  been	  detailed	  by	  many	  others,	   in	   a	   cohesive	  manner	   in	  Sound	  Recording[…].	  One	   criticism	  maybe	  that	  the	  narrative	  is	  weighted	  towards	  a	  pre	  World	  War	  Two	  discourse.	  Critically	  this	   is	   important;	   it	   echoes	   the	   theory	   of	   Taylor	   (2010)	   in	   which	   technology	  becomes	  normalised	  when	  we	  are	  over	  exposed,	  whilst	  also	  reflecting	  Horning’s	  (2002)	   view	   that	   ‘technology	  has	   become	   so	  much	   a	   part	   of	   the	  music	  we	  hear	  that	  how	  this	  has	  come	  to	  be	  has	  been	  obscured	  by	  time’	  (p.13).	  Perhaps	  Morton	  reflects	   this	   view	   in	   his	   presentation	   of	   sound	   recording	   history.	   This	   assumes	  that	  the	  latter	  half	  of	  the	  20th	  century	  and,	  more	  specifically,	  a	  history	  of	  digital	  recording	  technology	  is	  significantly	  less	  important	  than	  that	  pre	  World	  War	  Two.	  Morton	   also	   explores	   this	   principle	   in	   an	   earlier	   work	   (2000).	   The	   reader	   is	  presented	   with	   the	   idea	   that	   studio	   techniques,	   such	   as	   editing,	   have	   been	  absorbed	  into	  the	  performance	  of	  rock	  music,	  with	  the	  recorded	  version	  of	  a	  song	  being	   the	   definitive	   performance;	   further	   suggesting	   normalisation	   (p.43).	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Horning	  (2002)	  suggests	  that	  digital	  technology	  has	  become	  so	  familiar	  to	  us	  we	  do	   not	   recognise	   its	   development	   as	   readily	   as	   that	   of	   early	   recording	  technologies.	  However,	  it	  could	  also	  be	  that	  technology	  is	  not	  normalised,	  it	  may	  simply	   have	   been	   less	   of	   an	   influential	   presence	   on	   the	   process	   of	   record	  production,	  post	  World	  War	  Two;	  perhaps	  supporting	  a	  soft-­‐determinist	  view.	  	  	  The	  most	   significant	   period	   of	   recording	   activity	   for	   this	   study	   begins	   in	  1969	  and	  continues	   through	  to	   the	  present	  day,	  with	   influential	  paradigm	  shifts	  between	   the	   analogue	   and	   digital	   domains;	   the	   rapid	   development	   of	   multi-­‐tracking	   technology;	   and	   the	   development	   of	   digital	   recording	   technology.32	  In	  this	   relatively	   small	   timeframe	   the	  world	  has	   seen	  numerous	  audio	  distribution	  formats	   (both	   physical	   and	   digital)	   flourish	   and	   rendered	   obsolete	   as	   industry,	  and	  consumer,	  tastes	  change.	  Artists,	  engineers	  and	  producers	  have	  been	  exposed	  to	   a	   rapidly	   changing	   technological	   environment.	   Leading	   up	   to	   this	   period,	  significant	   artistic	   statements	   were	   being	   made	   in	   the	   recording	   studio.	   The	  Beatles	  recorded	  Sgt.	  Pepper’s	  Lonely	  Hearts	  Club	  Band	  in	  1967,	  using	  Abbey	  Road	  studio	   as	   an	   experimental	   sonic	   laboratory.	   8	   track	   tape	   machines	   started	   to	  become	   available	   in	   the	   same	   year	   and	   by	   1970	   large	   recording	   facilities	  were	  equipped	  with	  16	  and	  24	  track	  recorders.	  	  Morton	   (2004)	   suggests	   that	   the	   developments	   at	   this	   time	  were	   having	  resounding	  impacts	  on	  the	  musician	  using	  the	  studio:	  	  
Along	   with	   this	   new	   technology	   came	   new	   expectations	   about	   recordings	   among	   both	  musicians	  and	  listeners.	  Musicians,	  who	  were	  learning	  more	  about	  the	  recording	  process	  and	   beginning	   to	   take	   a	   more	   active	   role	   in	   it,	   came	   to	   rely	   as	   much	   on	   the	   studio	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
32	  The	  significance	  of	  this	  date	  is	  explored	  later	  in	  this	  chapter.	  1969	  signifies	  the	  beginning	  of	  HM	  with	  debut	  albums	  by	  Led	  Zeppelin	  and	  Black	  Sabbath	  being	  recorded	  and/or	  released.	  These	  albums	  are	  widely	  accepted	  to	  be	  the	  progenitors	  of	  HM.	  Some	  speculation	  remains	  as	  to	  whether	  or	  not	  bands	  such	  as	  MC5	  were	  also	  responsible.	  Online	  debate	  is	  furious	  as	  well	  as	  authorial	  endeavors.	  	  http://www.black-­‐sabbath.com/2015/05/who-­‐invented-­‐heavy-­‐metal/	  [online]	  accessed	  02/07/2015	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technology	   to	   shape	   the	   final	   product	   as	   on	   their	   own	  musical	   talents.	  Bands	  no	   longer	  saw	   it	   as	   necessary	   or	   even	   desirable	   to	   come	   to	   the	   studio	   prepared	   to	   give	   a	   perfect	  performance	  as	  a	  group.	  (p.150)	  	  Herein	  lies	  the	  point	  of	  transition	  for	  musicians	  and	  recording	  artists.	  Leaving	  the	  idea	   of	   capturing	   a	   performance	  behind	   is	   arguably	   the	  most	   important	   shift	   in	  how	  musicians	  and	  producers	  relate	   to	   the	  recording	  studio	  and	   the	   technology	  within	  it.	  Zak’s	  (2001)	  The	  Poetics	  of	  Rock:	  Cutting	  Tracks,	  Making	  Records	  avoids,	  like	  many	  of	  the	  other	  texts	  that	  explore	  record	  production,	  an	  exclusive	  historical	  account.	   Zak	   questions	   why	   making	   a	   record	   is	   different	   to	   performing	   or	  composing	  music.	  This	  is	  achieved	  by	  demystifying	  recorded	  music,	  composition,	  location	  and	  architecture,	   the	  physical	  movement	  of	  audible	  energy	   to	  electrical	  energy	   and	   how	  musicians	   respond	   to	   this,	   the	   producer	   and	   finally,	   the	   social	  interaction	   within	   the	   recording	   studio,	   focussing	   on	   language.	   Zak’s	   focus	   on	  poetics	   is	   reflected	   in	   the	   structure	   of	   the	   book	   itself,	   clearly	   exemplifying	  recorded	  rock	  music	  as	  an	  understanding	  of	  all	  of	   its	  constituent	  parts.	  Perhaps	  Zak	   is	   suggesting	   that	   record	   production	   actually	   dictates	   the	   way	   in	   which	  academic	  study	  of	  the	  subject	  is	  carried	  out	  and	  the	  more	  holistic	  approach	  that	  is	  required	  when	  studying	  recorded	  music.	  The	  research	  conducted	  by	  the	  authors	  above	  details	  the	  historical	  context	  of	   the	   recording	   studio	  and	   the	   importance	  of	   the	   transforming	   technology	   that	  has	  influenced	  recorded	  music.	  No	  longer	  an	  exercise	  in	  capturing	  a	  performance,	  recording	  quickly	  became	  an	  artistic	  process.	  As	  stated	   in	   the	   initial	  part	  of	   this	  section	   there	   is	   a	   vast	   catalogue	   of	   analytical	   work	   documenting	   the	   changing	  landscape	  of	  the	  recording	  industry	  since	  the	  late	  19th	  century.	  The	  purpose	  was	  not	   to	   regurgitate	   this	   information	   but	   to	   contextualise	   the	   approach	   taken	  moving	   forward	   through	   the	  review	  of	  how	  technology	  has	   influenced	  recorded	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HM	  music.	  The	  following	  section	  explores	  the	  way	  in	  which	  the	  recording	  studio	  has	  changed	  in	  more	  detail,	  expanding	  on	  the	  historical	  elements	  discussed.	  	  
	  
2.4 Transforming	  Record	  Production	  Morton’s	   (2004)	   discussion	   signifies	   the	   changing	   paradigm	   of	   the	   recording	  studio	   by	   suggesting	   a	   complete	   artistic	   turnaround.	   The	   recording	   studio,	   as	  outlined	  by	  the	  many	  studies	  that	  document	  its	  history,	  has	  undergone	  a	  dramatic	  transformation	  from;	  a	  place	  of	  scientific	  operational	  control	  over	  musicians	  who	  are	  performing	  in	  an	  alien	  environment;	  to	  a	  virtual	  space	  in	  which	  musicians	  can	  create	   and	   produce	   music	   that	   exceeds	   their	   wildest	   imagination.	   This	  transformation	  is	  undoubtedly	  linked	  to	  the	  development	  of	  technology	  (Horning,	  2004).	  	  This	  section	  suggests	  that	  the	  changing	  landscape	  of	  record	  production	  in	  the	   20th	   and	   twenty-­‐first	   centuries	   has	   been	   driven	   by	   the	   technological	  developments	  that	  are	  the	  subject	  of	  this	  study.	  Théberge	  (1997)	  writes:	  
Recent	   innovations	   in	  music	   technology	  thus	  pose	  two	  kinds	  of	  problems	  for	  musicians:	  on	  the	  one	  hand,	  they	  alter	  the	  structure	  of	  musical	  practise	  and	  concepts	  of	  what	  music	  is	  and	   can	   be;	   and,	   on	   the	   other,	   they	   place	   musicians	   and	   musical	   practise	   in	   a	   new	  relationship	  with	  consumer	  practises	  and	  with	  the	  consumer	  society	  as	  a	  whole.	  (p.3)	  The	   problem	   Théberge	   suggests	   here	   is	   that	   music	   technology,	   and	   its	  development,	   forces	   change	   in	   a	   number	   of	   ways,	   suggesting	   a	   deterministic	  approach.	  Musical	   practise	   is	   now	   combined	  with	   an	   industrial	   process;	   in	   turn	  this	   industrial	   process	   is	   informed	   by	   a	   creative	   practise.	   Théberge’s	   view	   is	  similar	   to	   that	   of	   Frith	   and	   Zagorski-­‐Thomas	   (2012)	   who	   explore	   the	  multidisciplinary	   field	   of	   record	   production.	   The	   development	   of	   music	  technology	   has	   forced	   those	   who	   are	   part	   of	   the	   recording	   industry	   to	   rethink	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their	   roles,	   their	   influence,	   and	   their	   method.	   It	   is	   not	   clear	   if	   this	   can	   be	  interpreted	  as	  falling	  into	  instrumental	  or	  substantive	  theory.	  To	  be	  classified	  as	  instrumental,	   the	   changes	   in	   the	  music	   technology	   landscape	  would	   have	   to	   be	  seen	   as	   having	   a	   negative	   effect,	   something	   quite	   subjective.	   Of	   course,	   those	  professionals	   who	   may	   have	   had	   to	   re-­‐train	   or	   re-­‐assess	   their	   position	   due	   to	  changing	  technology	  may	  indeed	  see	  these	  changes	  as	  negative.	  For	  the	  changes	  to	  fall	  into	  a	  substantive	  theoretical	  framework,	  it	  would	  suggest	  that	  technology	  has	   been	  developing	  beyond	  our	   control.	   The	   subjective	  nature	   of	   this	   problem	  negates	  a	  conclusive	  answer.	  	  	  This	  is	  not	  simply	  a	  case	  of	  approach	  to	  using	  the	  studio;	  it	  is	  also	  the	  social	  aspect	   of	   the	   process,	   and	   the	   commercial	   or	   industrial	   links.	   Théberge	   (1997)	  questions	   the	   role	   of	   technology	   here;	   with	   regards	   to	   the	   movement	   from	  analogue	   to	   digital,	   or	   acoustic	   to	   digital,	   he	   states	   that	   it	   would	   be	   unwise	   to	  allow	  technological	  determinism	  to	  rule	  how	  we	  perceive	  these	  changes,	  and	  their	  effects.	  	  
Finally,	  although	  there	  are	  certainly	  fundamental	  differences	  between	  electronic	  or	  digital	  technologies	  and	  acoustic	   instruments,	  such	  differences	  do	  not	   inevitably	  separate	  them	  from	   the	   broader	   continuum	   of	   musical	   expression;	   only	   the	   crudest	   technological	  determinism	   could	   support	   the	   argument	   that	   musicians	   approach	   these	   new	  technologies	   without	   bringing	   with	   them	   at	   least	   some	   of	   their	   own	   'accumulated	  sensibilities'	  with	  regards	  to	  music	  making.	  (p.159)	  Ian	  Reyes	  discusses	   the	  notion	  of	   studio	  as	  an	   instrument	   in	  Sound,	  Technology,	  
and	   Interpretation	   in	   Subcultures	   of	   Heavy	   Music	   Production	   (2008).	   Reyes	  addresses	  the	  issue	  that,	  unavoidably,	  the	  recording	  studio	  is	  a	  business	  as	  well	  as	  an	   artistic	   environment,	   and	   the	  work	  of	   engineers	   and	  producers	   is	   conducted	  within	  a	  service	  industry.	  The	  irony	  of	  a	  higher	  public	  demand	  for	  the	  knowledge	  concerning	  the	  use	  of	  recording	  studios,	  and	  the	  decline	  in	  demand	  for	  the	  large-­‐
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scale	  recording	  facilities,	  is	  highlighted,	  as	  well	  as	  an	  aesthetic	  issue	  that	  is	  key	  to	  this	  research:	  
[…]	   in	  order	   for	   the	  professional	   recording	   industry	   to	  stay	  afloat,	   studios	  have	   to	  be	   in	  demand.	  But	  demand	  may	  be	  waning	  as	  the	  digital	  age	  puts	  more	  power	  in	  the	  hands	  of	  everyday	  people.	  The	  less	  rare	  the	  technology	  and	  the	  more	  widespread	  the	  knowledge	  to	  use	  it,	  the	  greater	  the	  threat	  to	  professional	  studios	  and	  their	  standards	  of	  practise.	  (p.16)	  It	  remains	  unclear	  whether	  there	  is	  a	  link	  between	  the	  digital	  music	  domain	  of	  the	  present	  day	  and	  commercial	   influence	  over	  music	  production,	   and	  whether	   this	  can	  actually	  be	  measured	  in	  a	  tangible	  way.	  	  Slater	   and	   Martin	   (2012)	   present	   a	   conceptual	   framework	   analysing	  musico-­‐technological	   creativity.	   Key	   to	   this	   is	   the	   recognised	   notion	   that	   the	  creative	  practises	  of	  recording	  musicians	  are	  no	  longer	  confined	  to	  the	  traditional	  recording	  studio	  model.	  As	  a	  result	  of	  technological	   ‘proliferation’	  (p.74),	  we	  are	  witnessing	   a	   significant	   shift	   in	   musical	   creativity.	   Perhaps	   related	   to	   Reye’s	  (2008)	   technological	   rarity,	   or	   lack	   of,	   Slater	   and	   Martin	   suggest	   that	   digital	  technology	   has	   negated	   space:	   ‘digital	   technology,	   most	   obviously	   with	  convolution	   reverb	   triggers	   the	   final	   negation	   of	   space’	   (p.73);	   the	   same	   way	  Reyes	   suggests	   that	   the	  wider	   use	   of	   technology	   has	   impacted	   the	   standards	   of	  practise.	  	  	  Chanan’s	  Repeated	  Takes	  (1995)	  chronicles	  the	  history	  of	  recorded	  sound,	  balanced	   with	   philosophical	   consideration.	   Importantly	   Chanan	   discusses	   the	  process	   of	   multi-­‐track	   recording	   and	   how	   this	   has	   altered	   the	   standards	   of	  practise:	  
Before	  multi-­‐tracking,	  the	  objective	  was	  to	  do	  a	  series	  of	  takes	  until	  you	  had	  enough	  to	  be	  able	   to	   assemble	  a	  definitive	  version	  with	  editing,	  by	   splicing	   sections	  of	   each	   together.	  When	  multiple	   tracks	  are	   recorded	  on	   the	   same	   tape,	   it	   is	  no	   longer	   safe	   to	   splice	   it,	   so	  punching-­‐in	  takes	  over.	  By	  the	  same	  token,	  however,	  the	  essential	  activity	  of	  the	  musician,	  the	  performance	  of	  music	  becomes	  more	  and	  more	  fragmented.	  (p.	  144)	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Not	   only	   has	   technology	   changed	   the	   way	   we	   can	   now	   record	   performances,	  Chanan	  suggests	   it	  changes	  our	  perception	  of	   the	  definitive	  version	  of	  a	  musical	  work;	   as	  well	   as	   altering	   our	   perception	   of	   performance	   as	   a	  whole.	   Slater	   and	  Martin	   (2012)	   present	   this	   with	   a	   sense	   of	   optimism	   suggesting	   technology	  provides	   new	   spaces	   to	   be	   creative,	   and	   a	   shifting	   cultural	   appropriation	   of	  creativity.	   Chanan	   seems	   to	   present	   a	   slightly	   less	   optimistic	   view.	   The	  fragmentation	   of	   musical	   performance	   he	   describes	   seems	   to	   detract	   from	   the	  overarching	  sense	  of	   freedom	  and	  creative	  possibility	  that	  multi-­‐track	  recording	  affords.	   He	   also	   looks	   for	   the	   result	   of	   this	   shift	   in	   the	   changing	   roles	   of	   the	  personnel	  in	  the	  studio,	  suggesting	  ‘power	  struggles	  for	  aesthetic	  control’	  (p.145).	  As	  with	  many	  of	  the	  authors	  commenting	  on	  the	  results	  of	  multi-­‐track	  recording	  pre	   twenty-­‐first	   century,	   the	   stance	   taken	   can	   seem	  out-­‐dated	   at	   times.	   Chanan	  separates	   the	  musician	  and	  producer,	   suggesting	   that	  multi-­‐track	   recording	  and	  mixing	   has	   caused	   this	   (p.147).	   However,	   it	  may	   be	  more	   of	   the	   case	   now	   that	  multi-­‐track	  recording	  methods	  have	  actually	  brought	  the	  producer	  and	  musician	  closer.	  	  Martin	  (2014)	  identifies	  that	  the	  producer	  is	  now	  a	  multi-­‐faceted	  role;	  he	  suggests	   that	   the	  contemporary	  role	  of	  music	  producer	   is	  best	  described	  with	  a	  tripartite	   model	   ‘encompassing	   social,	   musical	   and	   technical	   responsibilities’	  (p.200).	  	  Burgess	   (2008)	   presents	   the	   closer	   relationships	   between	  musician	   and	  producer	  as	  the	  result	  of	  commercial	  issues;	  also	  as	  a	  result	  of	  digital	  multi-­‐track	  technology:	  	  	  
Since	   the	   advent	   of	   Pro-­‐Tools/computer-­‐based	   recording	   and	   the	   increasing	   cost	  effectiveness	  of	  the	  home	  or	  project	  studio	  most	  producers	  now	  have	  some	  kind	  of	  facility	  of	  their	  own.	  There	  has	  been	  a	  strong	  trend	  towards	  the	  engineer-­‐producer	  or	  at	  least	  the	  producer	  who	   can	   engineer	   somewhat.	   Owning	   a	   facility	   and	   being	   able	   to	   engineer	   as	  well	  as	  produce	  can	  reduce	  a	  budget	  significantly	  as	  long	  as	  you	  ignore	  the	  capital	  cost	  of	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setting	   up	   the	   facility,	   and	   the	   overhead	   of	   running	   and	  maintaining	   it.	   If	   it	   is	   a	   home	  studio	  the	  producer	  has	  the	  added	  inconvenience	  of	  having	  artists	  in	  his	  or	  her	  house.	  If	  a	  production	  can	  be	  self-­‐contained,	  between	  the	  artist	  and	  the	  producer,	  the	  entire	  budget	  can	   be	   paid	   to	   the	   producer	   to	   include	   his	   services	   as	   producer,	   engineer	   and	   possibly	  musician/background	  singer,	  as	  well	  as	  for	  the	  use	  of	  his	  facility.	  The	  only	  additional	  cost	  might	  be	  the	  legal	  fees	  to	  negotiate	  a	  contract.	  (p.2)	  The	   importance	  of	   economic	   value	   treads	  upon	   theories	   of	   transparency	  within	  artistic	   creation,	   an	   issue	   considered	   by	   Zagorski-­‐Thomas	   throughout	   his	  published	  work	  (notably	  2010).	  Cultural	  phenomena	  that	  are	  primarily	  artistic	  in	  practise,	   the	   recording	   studio	   as	   an	   instrument	   for	   example,	   can	   experience	  varying	   economical	   pressures.	   A	   detrimental	   effect	   could	   be	   assumed	   through	  record	   industry	   influence	   over	   budget	   constraints,	   commercialism,	   location,	  musical	   interpretation	   and	   personnel.	   This	   may	   also	   be	   implied	   from	   a	  technological	   perspective	   through	   development	   of	   particular	   technology,	   audio	  format,	  distribution,	  limitations	  within	  software,	  and	  the	  effect	  of	  pre-­‐sets	  within	  software.	  	  Pras,	  Guastavino,	  and	  Lavoie	  (2013)	  present	  their	  research	  into	  the	  effect	  of	   technological	   development	   on	   the	   career	   paths	   of	   notable	   record	   producers	  through	   a	   study	   of	   aesthetic	   approaches.	   Their	   results	   support	   the	   ideas	  presented	   in	   Burgess	   (2008,	   2013),	   Slater	   and	   Martin	   (2012),	   and	   Zagorski	  Thomas	  (2010):	  
From	   the	   analysis	   of	   interviews,	   consensual	   views	   emerged	   about	   the	   impact	   of	   recent	  changes	   on	   career	   path:	   (1)	   there	   is	   still	  work	   for	   studio	   professionals	   but	  with	   tighter	  budgets	  and	  outsourced	   facilities;	   (2)	  digital	   technologies	  enable	  endless	  possibilities	   to	  work	   on	   musical	   recordings	   from	   anywhere	   and	   at	   a	   reasonable	   cost	   for	   independent	  production.	   Thus,	   these	   new	   digital	   technologies	   partly	   compensate	   for	   the	   lack	   of	  resources	  traditionally	  provided	  by	  record	  companies.	  But	  it	  should	  be	  noted	  that	  digital	  tools	   do	   not	   provide	   the	   good	   acoustic	   halls,	   time,	   and	   professionals’	   competencies	  needed	  to	  produce	  successful	  recordings’	  (Pras	  et	  al.,	  2013,	  p.623)	  The	   abundance	   of	   software	   that	   provides	   quick	   results,	   without	   necessarily	  understanding	   the	   process	   applied,	   removes	   the	   financial	   commitment	   from	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industry	   that	   more	   traditional	   analogue	   recording	   approaches	   are	   fuelled	   by.	  However,	  it	  is	  interesting	  that	  the	  authors	  have	  deduced	  that	  producers	  have	  not	  so	  much	  changed	  their	  aesthetic	  approach	  as	  much	  as	   their	  economic	  approach.	  Frith	  and	  Zagorski-­‐Thomas	  (2012)	  suggest:	  
[…]	   the	   commodification	   of	   domestic	   production	   technology	   and	   the	   seemingly	   huge	  expansion	   of	   choice	   have	   been	   typified	   by	   a	   move	   towards	   ‘preset	   culture’	   and	   the	  flattening	  of	  difference	  through	  correctional	  signal	  processing	  and	  editing.	  (p.5)	  For	   musicians	   the	   technological	   advancements	   make	   the	   recording	   process	  simpler	   and	  more	   efficient;	   something	   that	  was	  once	   expensive,	   or	  unreachable	  can	  now	  be	  achieved	   inexpensively	  and	   in	  a	   fairly	  straightforward	  manner.	  This	  could	   be	   argued	   to	   afford	  more	   creative	   control	   over	   the	   recording	   process	   for	  musicians,	   but	   the	   limitations	   of	   understanding	   the	   recording	   process	   could	  hinder	  creativity,	  especially	  considering	  the	  studio	  as	  an	  instrument.	  In	  Cook	  et	  al.	  (2009)	  the	  editors	  contextualise	  the	  effect	  of	  technology	  on	  musicians	  in	  the	  early	  twenty-­‐first	   century;	   as	   well	   as	   highlighting	   the	   hazy	   distinction	   between	  musician	  and	  producer	  that	  is	  indicated	  by	  Slater	  and	  Martin	  (2012):	  
By	  bringing	  studio	  quality	  recording	  and	  editing	  into	  garages	  and	  teenagers’	  bedrooms	  at	  ever	   decreasing	   prices,	   and	   by	   offering	   integrated	   interfaces	   for	   sound	   design	   and	  manipulation,	   computers	   are	   turning	   sound	   engineering	   into	   part	   of	   general	  musicianship.	   If,	   like	  producers,	   sound	  engineers	  make	  music,	   then	   increasingly	   anyone	  who	  makes	  music	  is	  likely	  to	  be	  their	  own	  sound	  engineer.	  (Cook	  et	  al.,	  2009,	  p.3)	  Taylor	   (2010)	   reads	   with	   optimism	   and	   supports	   the	   development	   of	   digital	  technology	  for	  consumers:	  
With	   digital	   technology	   there	   is	   some	  hope	   that	   people	   –	   at	   least	   those	  who	   can	   afford	  computers	  –	  will	  begin	  to	  make	  music	  themselves	  again	  using	  their	  computers	  and	  cheap.	  Easily	  available	  software;	  it	  isn’t	  even	  necessary	  to	  buy	  much	  hardware	  anymore.	  (p.5)	  This	  optimism	  precedes	  the	  writing	  of	  Frith	  and	  Zagorski-­‐Thomas	  (2012),	  who,	  a	  decade	  later,	  comment	  on	  the	  effect	  of	  Taylor’s	  prediction.	  Whether	  coincidental	  
	  	   74	  
or	  not,	  Taylor’s	  publication	  was	  released	  the	  same	  year	  as	  Apple’s	  iPod.	  The	  way	  in	   which	   the	   iPod	   has	   changed	   the	   way	   in	   which	   a	   generation	   listen	   to	   music,	  through	   format	  and	  convenience,	   is	  undeniable,	  presenting	   the	  parallel	  between	  Taylor’s	  predictions	  and	  the	  changing	  way	  in	  which	  recorded	  music	  is	  consumed.	  
33	  It	   is	  with	  the	   idea	  of	   technological	  democracy	  that	  Taylor	  sympathises.	  Taylor	  also	   suggests	   that	   a	   role	   technology	  has	  possessed	   throughout	  history	   is	   one	  of	  social	  verification;	  technology	  is	  a	  signifier	  of	  success	  and	  advancement:	  
[…]	  the	  most	  important	  way	  that	  Europeans	  judged	  other	  cultures	  was	  by	  their	  scientific	  and	  technological	  advancements.	  (p.6)	  	  Whilst	   this	   view	   accounts	   for	   a	   wider	   view	   of	   technology	   and	   cultural	  appropriation,	  can	  it	  be	  applied	  to	  the	  ways	  in	  which	  music	  technology	  has,	  in	  this	  chapter,	   already	   been	   viewed?	   It	   could	   be	   suggested	   that	   music,	   existing	   as	  Chanan’s	   ‘fragmented’	  music,	  could	  be	   judged	  by	  way	  of	   the	  technology	  that	  has	  been	  developed	  for	  its	  production.	  Taylor	  seems	  to	  support	  fragmentation,	  albeit	  via	  location,	  suggesting	  that	  ‘those	  technologies	  that	  catch	  on	  are	  ones	  that	  lead	  to	  the	  decentralisation	  of	  music	  making	  and	   listening’	   (p.18).	  This	  not	  only	  echoes	  the	  way	  in	  which	  the	  iPod	  has	  moved	  our	  record	  collection	  from	  shelf	  to	  pocket,	  but	   also	   pre-­‐empts	   the	   decentralisation	   of	   music	   production	   that	   Slater	   and	  Martin	  (2012)	  discuss.	  	  Mark	  Katz	  (2010)	  further	  explores	  the	  resultant	  effect	  technology	  has	  had	  on	   the	  way	  music	   is	  made	  and	  recorded.	  Whilst	  he	   insists	   that	  Capturing	  Sound	  does	  not	  deny	  technological	  determinism,	  he	  suggests	  that	  the	  main	  theme	  of	  the	  book	  is	  the	  way	  in	  which	   ‘recording’s	   influence	  on	  human	  activity	  […]	   impute[s]	  causal	  powers	  to	  technology’	  (p.3).	  The	  fragmentation	  highlighted	  above	  can	  also	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
33	  https://www.apple.com/pr/products/ipodhistory/	  [online]	  accessed	  27/05/2015	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be	   found	   in	   Katz’s	   work.	   It	   is	   suggested	   that	   listeners	   have	   come	   to	   form	   a	  standard,	   embodied	   by	   recorded	   music.	   This	   expectation	   makes	   any	   live	  performance	  of	  a	  piece	  of	  music	  problematic.	  This	  seems	  to	  be	  an	  indication	  of	  the	  decentralisation	  of	  recorded	  musical	  performances,	  and	  the	  commodification	  and	  repeatability	  of	  the	  recorded	  artefact	  (p.25).	  Knowles	  and	  Hewitt	  (2012)	  advocate	  the	  view	  that	  the	  recorded	  artefact	  is	  often	  fetishized,	  with	  the	  live	  performance	  of	  a	  piece	  of	  music	  held	  to	  authenticity	  influenced	  ransom:	  
This	  tendency	  towards	  the	  increasing	  technologisation	  of	  live	  performance	  can	  be	  seen	  to	  be	  narrowing	  the	  difference	  in	  performance	  and	  production	  practices	  between	  the	  studio	  and	  the	  live	  performance.	  A	  number	  of	  substantial	  issues	  arise	  from	  this.	  (p.6)	  These	   issues,	   whilst	   supported	   by	   the	   fragmentation	   of	   Chanan	   and	   the	  expectations	  assumed	  by	  Katz,	  are	  also	  in	  tune	  with	  the	  concept	  of	  intelligibility.	  A	  problem	   that	   Knowles	   and	  Hewitt	   highlight	   is	   the	   necessity	   for	   live	   versions	   of	  recorded	  music	   to	   be	   performed	   in	   a	   way	   that	   makes	   them	   intelligible	   for	   the	  audience;	   this	   requires	   new	   technologically	   influenced	   ‘skills	   in	   performance’	  (p.6).	   	  
2.5 The	  Loudness	  War	  	  An	   indicator	   of	   culturally	   informed	   technological	   influence	   is	   the	  heated	  debate	  surrounding	   dynamic	   range.	   This	   argument	   is	   a	   key	   example	   of	   how	   the	  distribution	  of	  music	  through	  a	  series	  of	  commercial	  processes	  affects	  the	  creative	  elements	  of	  record	  production.	  Milner	  (2009)	  describes	  the	  culture	  of	  loudness	  by	  highlighting	  the	  industrial	  nature	  of	  the	  recording	  industry:	  
We	  may	  not	  make	  many	   things	   in	   [America]	   anymore,	   but	  we	   can	   still	   export	   the	   loud.	  (p.292)	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In	   short	   the	   argument	   is	   based	   on	   the	   loudness	   of	   records	   and	   their	   dynamic	  range;	   potential	   overuse	   of	   compression	   and	   limiting	   technology;	   and	   the	  resultant	  reduction	  of	  dynamic	  range.	  This	  is	  determined	  at	  the	  mastering	  stage	  of	  production	   but	   the	   work	   of	   engineers,	   musicians	   and	   producers	   is	   ultimately	  affected.	  	  The	   mastering	   process	   is	   nothing	   new,	   but	   the	   supposed	   overuse	   of	  compression	  and	   limiting	  has	  only	  recently	  become	  so	  noticeable.	  Phil	  Spector’s	  famed	   Wall	   of	   Sound34	  could	   be	   argued	   to	   be	   an	   early	   incarnation	   of	   making	  records	  seem	   louder	   than	  one	  another	   (the	  appearance	  of	   two	  bass	  players	  and	  unison	   instrumental	   arrangements	   providing	   the	   famous	   sonic	   quality).	   The	  sound	  Spector	  helped	  create	  was	  forged	  in	  the	  now	  defunct	  Goldstar	  Studios,	  Los	  Angeles	   (Théberge’s	   ‘temples	   of	   sound’	   in	   Frith	   and	   Zagorski-­‐Thomas,	   2012,	  p.79).	  The	  concern	  is	  that,	  with	  record	  companies	  vying	  for	  commercial	  success,	  records	  have	  become	  louder	  as	  a	  result;	  the	  louder	  the	  record,	  the	  more	  we	  take	  notice	  subconsciously.	  This	  is	  effectively	  the	  same	  immediate	  response	  to	  turn	  the	  television	   volume	   down	  when	   the	   advertisements	   play	   between	   programs.	   The	  atmosphere	   around	   the	   debate	   suggests	   that	   this	   approach	   to	   loudness	   and	  dynamic	   range	   is	  now	   implied	  as	  a	   standard,	  whether	  by	  commercial	  or	  artistic	  influence.	  	  Various	  groups	  work	  to	  campaign	  against	  over	  limiting	  of	  music	  but	  most	  notable	  is	  the	  work	  of	  the	  Dynamic	  Range	  Day.	  35	  This	  group	  stage	  a	  day	  of	  online	  protest.	  The	  annual	  event	  that	  began	  in	  2010	  is	  organised	  by	  mastering	  engineer	  Ian	   Shepherd	   of	  Mastering	  Media.	  Most	   notably	   Shepherd	   is	  well	   known	   for	   his	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
34	  http://www.rollingstone.com/music/artists/phil-­‐spector/biography	  [online]	  accessed	  28/05/2015	  35	  http://dynamicrangeday.co.uk/	  [online]	  accessed	  28/05/2013	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harsh	  criticism	  of	  Metallica’s	  Death	  Magnetic	  (2008),	  which	  is	  considered	  to	  be	  a	  striking	  example	  of	  destructive	  loudness.36	  Death	  Magnetic	  also	  features	  on	  the	  unofficial	  Dynamic	  Range	  Database,	  or	  DRD	  (http://www.dr.loudness-­‐war.info).	  This	  is	  a	  database	  allowing	  members	  of	  the	   public	   to	   submit	   dynamic	   range	   results	   of	   any	   music	   they	   own	   using	  Tischmeyer	  Technology	  and	  Algorithmix’s	  free	  TT	  Dynamic	  Range	  Meter	  software.	  The	   database	   is	   a	   testament	   to	   the	   recognised	   problem	   caused	   by	   production	  methods	   that	   are	   presumably	   rooted	   in	   commercial	   decisions.	  When	   using	   the	  database	   it	   is	   possible	   to	   scale	   the	   results	   from	   worst	   average	   dynamic	   range,	  ascending	  to	  records	  with	  the	  best	  dynamic	  range.	  	  By	  ordering	  the	  results	  in	  this	  way,	   the	   first	   four	   pages	   of	   results	   included	   releases	   by	   seminal	   HM	   artists	  (selected	  due	  to	  the	  context	  of	  this	  research)	  such	  as:	  Anaal	  Nathrahk;	  Behemoth;	  Bring	  Me	  The	  Horizon;	  Carnifex;	  Danzig;	  Electric	  Wizard;	   Ill	  Nino;	  Lamb	  of	  God;	  Metallica;	  Sabaton;	  and	  Slayer.	  With	  more	  time,	  and	  patience,	  as	  the	  DRD	  does	  not	  feature	  a	  genre	  sorting	  option,	   it	  would	  be	  apparent	  that	  a	  significant	  amount	  of	  HM	  records	  suffer	  from	  over	  limiting	  and	  dynamic	  range	  reduction.	  Whilst	  this	  is	  not	  exclusive,	  it	  does	  signify	  loudness	  as	  a	  problem	  within	  the	  genre.	  The	  argument	  against	  Death	  Magnetic	  was	  further	  fuelled	  by	  the	  re-­‐release	  of	  tracks	  for	  Activision’s	  video	  game	  Guitar	  Hero:	  Metallica	  (Activision,	  2009)	  that	  featured	   a	   re-­‐mixed	   version	   of	   the	   album	   with	   a	   wider	   dynamic	   range. 37	  Metallica’s	   commercial	   success	   embodies	   the	   underground	   to	   mainstream	  journey	  of	  HM	  as	  a	  genre	  and	  the	  influence	  technology	  has	  over	  the	  genre.	  1991’s	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
36	  http://mastering-­‐media.blogspot.co.uk/2008/09/metallica-­‐death-­‐magnetic-­‐stop-­‐loudness.html	  37	  http://mastering-­‐media.blogspot.co.uk/2008/09/metallica-­‐death-­‐magnetic-­‐sounds-­‐better.html	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Metallica	  (aka	  The	  Black	  Album)	  debuted	  at	  number	  one	  in	  both	  US	  and	  UK	  charts	  upon	  release	  and	  they	  have	  won	  nine	  Grammy	  Awards	  since	  1983’s	  Kill	  Em	  All.	  Earl	   Vickers’	   (2010)	   AES	   paper	   ‘The	   Loudness	   War:	   Background,	  Speculation	   and	   Recommendations’	   highlighted	   issues	   with	   dynamic	   range,	  comparing	   ‘My	  Apocalypse’	  from	  Death	  Magnetic	   to	  a	  recording	  of	   ‘Down	  Where	  the	  Big	  Bananas	  Grow’	  made	  on	  a	  1909	  Edison	  Cylinder.38	  	  The	  recording	  on	  the	  cylinder	  (Error!	  Reference	  source	  not	  found.	  above)	  had	  a	  dynamic	  range	  of	  15	  B	  whilst	  the	  Metallica	  record	  has	  a	  dynamic	  range	  of	  only	  3dB.	  Vickers	  points	  out	  that:	  
Given	  the	  incredible	  technological	  advances	  of	  the	  last	  half-­‐century,	  one	  might	  expect	  that	  by	   now	   we	   should	   live	   in	   a	   musical	   paradise,	   with	   a	   thriving	   music	   industry	   and	  recordings	  of	  amazing	  depth,	  texture	  and	  dynamic	  range.	  (p.1)	  Whilst	   this	   is	  clearly	  something	   that	  should	  be	  addressed	  by	   the	  music	   industry	  on	   the	  whole,	   it	   is	  overtly	  present	   in	  HM	  production.	  The	  same	  criticism	  can	  be	  made	  of	  Divided	  By	  by	  Structures	  (2011).	  Popular	  online	  HM	  forums	  have	  featured	  heated	  debates	  about	  the	  loudness	  of	  Divided	  By	   including	  Heavy	  Blog	  is	  Heavy.39	  Although	  the	  reaction	   to	  excessive	   loudness	   is	  often	  wrought	  with	  cynicism	  and	  pseudo-­‐puritanical	   rhetoric,	   it	   does	   present	   a	   wider	   issue.	   Social	   and	   cultural	  influences	   have	   changed	   the	   landscape	   of	   record	   production,	   so	   too	   have	  commercial	   pressures.	   It	   is	   questionable	   whether	   artists	   and	   producers	   want	  their	   music	   to	   be	   treated	   in	   such	   a	   way,	   to	   be	   over	   processed	   for	   commercial	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
38	  The	  Edison	  Phonograph	  (invented	  in	  1877)	  was	  the	  first	  audio	  recording	  device	  and	  was	  built	  around	  a	  tin	  foil	  cylinder,	  which	  was	  later	  replaced	  with	  wax	  when	  Edison	  passed	  on	  the	  development	  of	  the	  invention.	  Sound	  would	  be	  engraved	  onto	  the	  cylinder	  by	  a	  needled	  at	  the	  end	  of	  the	  horn.	  	  http://www.loc.gov/collections/edison-­‐company-­‐motion-­‐pictures-­‐and-­‐sound-­‐recordings/articles-­‐and-­‐essays/history-­‐of-­‐edison-­‐sound-­‐recordings/history-­‐of-­‐the-­‐cylinder-­‐phonograph/	  [online]	  accessed	  17/09/2015	  
39	  http://www.heavyblogisheavy.com/2011/10/25/on-­‐the-­‐topic-­‐of-­‐structures-­‐new-­‐album-­‐divided-­‐by/	  [online]	  accessed	  28/05/2015	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reasons,	   but	   it	   could	   equally	   be	   an	   artistic	   decision.	   There	   is	   an	   issue	   with	  authenticity	  here	  that	  would	  need	  to	  be	  addressed	  in	  further	  research.	  	  Considered	   throughout	   the	   data	   collection	   for	   this	   research	   is	   whether	  production	   aesthetics,	   such	   as	   loudness,	   are	   intended	   or	  whether	   replication	   of	  certain	   aesthetics,	   the	   over	   amplification	   and	   brick-­‐wall	   limiting	   of	   stereo	   mix	  downs	  for	  example,	  are	  simply	  errors.	  This	  overuse	  of	  dynamics	  processing	  could	  be	   a	   significant	   sign	   of	   the	   effect	   of	   industry	   and	   technological	   influence	   over	  creative	  processes	  and	  how	  records	  are	  expected	  to	  sound	  by	  the	  consumer	  in	  the	  twenty-­‐first	  century.	  Vickers	  (2010)	  also	  adds	  that	  this	  problem	  could	  be	  caused	  by	  the	  cultural	  shift	  in	  listening	  habits.	  He	  implies	  that	  the	  domain	  that	  music	  now	  exists	  in	  as	  ‘sonic	  wallpaper’	  (n.p.),	  often	  requiring	  such	  overt	  compression	  to	  be	  heard	   over	   environmental	   noise.	   This	   transformation	   could	   link	   to	   the	  work	   of	  Théberge	   (1997)	   and	  Horning	   (2004),	   paralleling	   the	   transformation	   caused	  by	  technology	  in	  the	  recording	  studio.	  Some	  critics	  are	  however	  suggesting	  that	  the	  effect	  of	  repeated	  overuse	  of	  dynamics	  processing	  is	  pushing	  producers	  and	  mix	  engineers	   in	  the	  opposite	  direction;	  more	  pre-­‐empted	  dynamic	  variation	   is	  used	  to	  help	  this	  translate	  to	  the	  loud	  mastering	  techniques.40	  This	   section	   has	   provided	   insight	   into	   how	   an	   aesthetic	   of	   twenty-­‐first	  century	  music	   has	  been	   influenced	  by	   the	  on	   set	   of	   technology	   and	   commercial	  pressures.	  It	  demonstrates	  some	  of	  the	  motivation	  for	  this	  research	  and	  also	  how	  focussing	   inward	  on	  a	  specific	  genre’s	  production	   is	  required	   to	  provide	  a	  more	  holistic	   approach	   to	   the	   study	   of	   record	   production.	   Philip	   Tagg	   (1982)	   pre-­‐empted	  the	  holistic	  approach	  required,	  albeit	  with	  discussion	  of	  popular	  music:	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
40	  http://www.soundonsound.com/sos/feb14/articles/loudness-­‐war.htm	  [online]	  accessed	  11/10/2015	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It	  is	  clear	  that	  a	  holistic	  approach	  to	  the	  analysis	  of	  popular	  music	  is	  the	  only	  viable	  one	  if	  one	  wishes	   to	   reach	   a	   full	   understanding	   of	   all	   factors	   interacting	  with	   the	   conception,	  transmission	  and	  reception	  of	  the	  object	  of	  study.	  (p.44)	  
2.6 The	  Art	  of	  Record	  Production	  The	   effect	   of	   historical,	   cultural	   and	   sociological	   influence	   on	   the	   production	  aesthetics	  of	  popular	  music	  has	  not	  been	  as	  thoroughly	  examined	  as	  other	  areas	  of	  popular	  musicology.	  A	  desire	  for	  academic	  consideration	  of	  record	  production	  is	   no	   surprise	   with	   the	   relative	   popularity,	   in	   the	   United	   Kingdom,	   of	   music	  technology	   in	   Higher	   Education	   (HE). 41 	  This	   is	   undoubtedly	   linked	   to	   the	  devolution	   of	   the	   romanticised	   large-­‐scale	   studios,	   the	   rise	   in	   popularity	   of	   the	  project	   studio	   and	   affordability	   of	   software-­‐based	   recording	   (Slater	   and	  Martin,	  2012).	   The	   problem	   this	   changing	   paradigm	   causes	   for	   researchers	   is	   that	   the	  fairly	  institutionalised	  model	  of	  the	  traditional	  recording	  studio	  is	  no	  longer	  at	  the	  centre	   of	   record	   production.	   There	   has	   to	   be	   new	   considerations	   for	   how	   to	  approach	  record	  production.	  This	  section	  builds	  on	  the	  issues	  highlighted	  in	  this	  chapter	  so	  far,	  supporting	  the	  wider	  study	  of	  record	  production	  across	  a	  variety	  of	  disciplines.	  
The	  Art	   of	  Record	  Production	   (AoRP)	   (Frith	   and	   Zagorski-­‐Thomas,	   2012)	  collates	   a	   number	   of	   critical	   essays	   that	   outline	   both	   historical	   and	   social	  constructions	   surrounding	   music	   production	   and	   application	   of	   technology,	  arguing	   the	   case	   for	   a	   more	   serious	   consideration	   of	   record	   production	   at	   an	  academic	  level.	  This	  collection	  was	  prompted	  by	  the	  success	  of	  papers	  presented	  in	   the	   Journal	  of	  the	  AoRP,	   and	  at	   the	  annual	   conference	  of	   the	   same	  name.	  The	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
41	  Carol	  Boehm’s	  2005	  conference	  paper	  Staying	  in-­‐between	  ‘Music	  Technology’	  in	  HE	  suggests	  that	  in	  the	  UK	  alone	  there	  are	  62	  different	  institutions	  offering	  351	  different	  Music	  Technology	  courses,	  131	  of	  those	  named	  specifically	  ‘Music	  Technology’.	  	  http://c4dm.eecs.qmul.ac.uk/dmrn/events/roadmap05/20051221_DMRN_StayingInBetween_v1.4.pdf	  [online]	  accessed	  02/07/2013	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AoRP	  collective	  (comprising	  of	  the	  journal	  and	  annual	  conference)	  advocates	  the	  collaboration	   of	   practitioner	   and	   researcher	   to	   present	   holistic	   approaches	   to	  record	   production.	   This	   collaborative	   approach	   is	   beneficial	   for	   contemporary	  researchers	  as	   it	  provides	  critical	  review	  and	   idiographic	  accounts	  other	  similar	  journals	  and	  publications	  may	  miss.	  The	  AoRP,	  whether	  intentional	  or	  not,	  seems	  to	  bridge	  a	  number	  of	  publications	  that	  address	  record	  production:	  the	  Journal	  of	  
the	   Audio	   Engineering	   Society	   (AES)	   addresses	   topics	   including	   (but	   not	  exclusively)	   audio	   analysis,	   psychoacoustics,	   and	   pedagogy,	   exclusive	   to	   audio	  technology;	  whilst	  the	  Journal	  of	  Popular	  Music	  Studies	  contains	  works	  that	  focus	  on	   musicological,	   and	   sociological,	   approaches	   to	   popular	   music.	   Whilst	   these	  journals	  (as	  non-­‐exclusive	  examples	  from	  the	  surrounding	  research	  communities)	  have	   very	   specific	   focuses,	   and	   provide	   contemporary	   scholars	   a	   platform	   to	  publish	   concise	   and	   intriguing	   work,	   the	   AoRP	   provides	   the	   opportunity	   to	  publish	  works	   that	  may	  draw	   from	  both	   scientific	   approaches	   to	   audio	   and	   the	  sociological	  aspects	  of	  music	  production.	  	  Frith	  and	  Zagorski-­‐Thomas	   (2012)	  outline	   the	  problems	  surrounding	   the	  study	  of	  record	  production	  using	  a	  collection	  of	  articles	  to	  suggest	  that:	  
The	  problem	  of	  the	  study	  of	  recording,	   in	  short,	   is	  not	  its	  multi-­‐disciplinarity	  or	  concern	  for	   the	   combination	   of	   theory	   and	   practise,	   but	   rather,	   the	   way	   it	   challenges	   long-­‐established	  assumptions	  (both	   inside	  and	  outside	  the	  academy)	  as	   to	  how	  music	  works,	  culturally	  and	  aesthetically,	  and	  therefore	  how	  it	  should	  be	  understood.	  (p.3)	  This	  edited	  volume	  attends	  to	  the	  above	  problem	  by	  collating	  articles	  and	  papers	  from	   a	   multitude	   of	   contributors	   of	   different	   professions.	   The	   divide	   between	  these	  professions:	  academic;	  professional	  audio	  engineer;	  and	  working	  musician	  are	   disregarded,	   not	   only	   providing	   a	   revitalised	   approach	   to	   popular	   music	  studies	  but	  acknowledging	  that	  the	  lines	  between	  the	  fields	  of	  popular	  musicology	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and	   record	   production	   are	   now	   increasingly	   blurred.	   The	   authors	   importantly	  acknowledge,	  and	  ultimately	  establish	  that,	  through	  the	  collaboration	  of	  different	  representatives	   from	   music	   and	   technology	   backgrounds,	   record	   production	  should	  be	  considered	  an	  art	   form,	  further	  highlighting	  the	  different	  contributors	  that	  make	  up	  its	  disciplines.	  Experience	  is	  required	  from	  those	  professionals	  that	  would	   otherwise	   not	   be	   associated	   with	   academic	   institutions,	   to	   advise	   the	  development	   of	   a	   body	   of	   written	   knowledge	   and	   practical	   education.	   There	   is	  intent	   to	   inspire	  here;	  Frith	  and	  Zagorski-­‐Thomas	  present	   record	  production	  as	  an	   intriguing	   ensemble	   of	   socio-­‐cultural	   and	   technological	   developments	   that	  have	  manifested	  into	  a	  multi-­‐faceted	  art.	  	  If	  we	  return	  to	  the	  earlier	  discussion	  of	  Mumford’s	  Art	  and	  Technics	  (1952)	  we	   can	  assume	   that	   art	   is	   the	  method	   through	  which	  man	  will	   ‘project	   in	  more	  permanent	  forms	  those	  precious	  parts	  of	  his	  experience	  that	  would	  otherwise	  slip	  too	   quickly	   out	   of	   his	   grasp,	   or	   sink	   too	   deeply	   into	   his	   unconscious	   to	   be	  retrieved’	   (p.16).	   In	   this	   context	   the	   AoRP	   suggests	   that	   record	   production	  considers	  ‘the	  importance	  of	  the	  individual	  music	  creator	  and	  the	  sacred	  nature	  of	  the	  musical	  work’	  (Frith	  and	  Zagorski-­‐Thomas,	  2012,	  p.3).	  The	  two	  perspectives	  seem	  to	  link	  very	  closely.	  Mumford’s	  art	  implies	  sacredness,	  as	  art	  embodies	  the	  experiences	  humans	  deem	  worthy	  to	  be	  documented	  into	  more	  permanent	  forms.	  It	   seems	   to	   be	   this	   notion	   that	   the	   AoRP	   builds	   upon	   to	   justify	   describing	   the	  process	  of	  record	  production	  as	  an	  art.	  The	  plurality	  of	  Mumford’s	  suggestion,	  the	  ‘more	   permanent	   forms’	   also	   suggests	   that	   art	   cannot	   be	   defined	   by	   a	   singular	  parameter.	   The	   chapters	   within	   AoRP	   not	   only	   comply	   with	   this,	   but	   also	  exemplify	   the	   many	   practises	   that	   reside	   under	   the	   umbrella	   of	   record	  production.	  Eisenberg	  (2005)	  describes	  the	  art	  of	  recording	  sound	  thus:	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When	   such	   hard-­‐won	   beauty	   runs	   a	   further	   obstacle	   course	   of	   vinyl,	   diamond,	   copper,	  iron,	  paper	  and	  wood	  and	  reaches	  our	  ears	  in	  one	  piece,	  our	  delight	  is	  that	  much	  greater.	  Like	  music,	  audio	  wrings	  beauty	  from	  an	  uncooperative	  medium.	  In	  that	  sense	  it	  is	  an	  art.	  And	  the	  art	  of	  phonography	  is	  music	  multiplied	  by	  itself.	  	  (p.186)	  Eisenberg’s	   prerogative	   seems	   to	   proclaim	   the	   recording	   process	   as	   a	   series	   of	  individual,	   elemental,	   processes.	   This	   view	   supports	   the	   constructions	   of	   the	  sacred	  above,	   solidifying	   the	  discourse	  surrounding	  record	  production	  as	  art	  by	  developing	  the	  idea	  of	  plurality	  of	  experience.	  	  Burgess	   (2013)	   also	  writes	   on	   the	   topic	   of	   record	   production	   as	   art.	   His	  book	  The	  Art	   of	  Music	  Production	   runs	   parallel	   to	   the	   articles	  within	   the	   AoRP.	  Burgess	   constructs	   a	   detailed	   view	   of	   what	   it	   is	   to	   be	   a	   record	   producer.	   This	  comes	   through	   detailed	   anecdotes	   and	   experiences	   from	   his	   own	   career	  whilst	  providing	  case	  studies	  of	  other	  producer’s	  work.	  Burgess	  sets	  out	  his	   intentions	  early	  on.	  He	  wishes	   to	  offer	   ‘glimpses	   into	  how	  producers	  capture,	  compile,	  and	  mould	  creative	  moments	  so	  others	  are	  compelled	  to	  press	  play	  again’	  (p.2).	  This	  seems	  to	  be	  Burgess’	  validation	  for	  using	  art	  to	  describe	  his	  field.	  In	  the	  same	  way	  that	  art	  is	  the	  way	  in	  which	  man	  documents	  his	  experiences	  in	  permanent	  form,	  it	  must	  also	  be	  the	  reverse;	  permanent	  forms,	  from	  which	  man	  can	  re-­‐experience.	  It	  is	   this	   cyclical	   nature	   that	   seems	   to	   return	   as	   a	   common	   thread	   throughout	   the	  works	  cited	  in	  this	  thesis.	  The	  art	  of	  record	  production	  is	  reflected,	  and	  defined,	  in	  the	  art	  of	  listening	  to	  records.	  	  Eisenberg’s	  statement	  (2005)	   ‘the	  art	  of	  phonography	  is	  music	  multiplied	  by	  itself’	  (p.186)	  seems	  to	  suggest	  this	  also.	  It	  seems	  that	  Eisenberg	  considers	  the	  recording	  process	  an	  art	  because	  it	  captures	  a	  performance,	  or	  experience	  in	  the	  case	   of	   Mumford	   (1952),	   allowing	   it	   be	   performed	   repeatedly	   in	   other	   socio-­‐cultural	   contexts.	   A	   further	   example	   from	   Frith	   and	   Zagorski-­‐Thomas	   (2012)	  suggests,	  more	  specifically	  concerning	  technicality	  within	  record	  production,	  that:	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‘In	   the	  studio	   technical	  decisions	  are	  aesthetic,	  aesthetic	  decisions	  are	  technical,	  and	  all	  such	  decisions	  are	  musical’	  (p.3).	  If	  this	  is	  true,	  the	  appropriation	  of	  art	  to	  the	   study	   of	   record	   production	   must	   be	   the	   most	   honest	   way	   to	   study	   record	  production.	  This	  means	  that	  to	  consider	  the	  influence	  of	  technology	  on	  recorded	  music,	   we	   must	   not	   ignore	   the	   fact	   that	   cyclical	   processes	   may	   occur;	  technological	  decisions	  are	  clearly	  related	  to	  artistic	  and	  aesthetic	  decisions;	  and	  the	  human	  experience	  is	  a	  direct	  influence	  on	  the	  ways	  in	  which	  art	  is	  produced.	  	  To	   attempt	   to	   understand	   whether	   technological	   development	   has	  influenced	   recorded	  HM	  music	   it	   is	   assumed	   that	   technological	   decisions	   are	   of	  direct	  relation	  to	  the	  human	  experience.	  Does	  technology	  behave	  in	  the	  same	  way	  as	   art?	   Is	   the	   technological	   influence	   upon	   recording	   technology	   indicative	   of	  musically	   informed	   technological	   development?	   This	   thesis	   will	   draw	   on	   these	  questions	  throughout	  the	  data	  explored	  in	  chapters	  five	  and	  six.	  	  	  
2.7 Metaphor	  &	  The	  Recording	  Studio	  It	  is	  worth	  noting	  here	  that	  the	  use	  of	  metaphor	  is	  commonplace	  in	  the	  semantic	  discourse	  of	  the	  music	  production	  process,	  with	  ‘heaviness’	  (as	  per	  Mynett,	  2012;	  Berger	  and	  Fales,	  2005)	  being	  a	  prime	  example.	  This	  not	  only	  contributes	  to	  the	  understanding	   of	   musical	   and	   technological	   processes,	   it	   forms	   descriptive	  phrases	  for	  audible	  aesthetics	  that	  could,	  for	  example,	  be	  a	  collection	  of	  processes	  or	  the	  result	  of	  multiple	  musical	  instances.	  In	  HM	  production	  an	  example	  of	  this	  is	  the	  double	  tracking	  of	  guitars	  to	  produce	  a	  heavy,	  big	  or	  powerful	  sound.	  42	  	  Zak	  (2001)	   suggests	   that	   this	   is	   a	   form	   of	   association,	   not	   just	   with	   a	   recorded	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
42	  Double	  tracking	  is	  explored	  in	  4.2.2	  –	  this	  technique	  consists	  of	  recording	  two	  identical	  guitar	  or	  vocal	  tracks	  on	  top	  of	  each	  other.	  This	  adds	  texture	  and	  with	  distorted	  guitars,	  provides	  density	  of	  sound.	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artefact’s	   audience,	   but	   also	  with	   creating	   such	  an	  artefact.	  Association	  helps	   to	  define	  the	  process;	  define	  the	  act	  of	  creating	  an	  aesthetic:	  
Association	   gives	   rise	   to	   an	   ever	   fluid	   process	   where	   meaning	   flows	   in	   all	   directions	  independently	   of	   artist	   intention	   or	   audience	   awareness	   […]	   Furthermore,	   association	  encompasses	  nuances	  of	  connection	  whose	  significance	  as	  symbols,	  allusions,	  quotations,	  or	  references	  –	  may	  be	  impossible	  to	  articulate.	  Sounds	  are	  filled	  with	  nuances	  that	  echo	  experiences	  that	  have	  become	  deeply	  embedded	  in	  consciousness.	  (p.189)	  As	   Zak	   describes	   the	   act	   of	   association,	   in	   regards	   to	   the	   listener,	   it	   can	   be	  assumed	   that	   the	   same	   can	   be	   said	   of	   metaphoric	   language	   in	   the	   recording	  studio.	  There	  may	  not	  be	  an	  explicit	  description	  of	  the	  musical	  moment	  or	  sonic	  attribute	   that	   is	   intended	  but	   through	  use	  of	  metaphor	   it	  can	  often	  be	  achieved;	  the	   fluidity	   of	   expression	   that	   Zak	   suggests.	   Horning’s	   discussion	   (2004)	  considers	  the	  idea	  of	  Tacit	  Knowledge	  as	  information	  that	  is	  found	  difficult	  to	  be	  conveyed	  in	  writing	  and	  will	  often	  be	  transferred	  through	  practice,	  specific	  to	  the	  recording	  studio	  environment.	  Horning	  suggests	  this	  knowledge	  is	  shaped	  by	  the	  ‘evolution	   of	   technology’	   and	   a	   changing	   ‘musical	   landscape’	   (p.725).	   Record	  production	   has	   cultivated	   a	   language	   as	   a	   by-­‐product	   of	   its	   own	   evolution,	  embracing	   metaphor	   as	   both	   semantic	   and	   physical	   action.	   For	   the	   recording	  studio	  and	  the	  personnel	  that	  use	  these	  spaces,	  discourse	  is	  paramount.	  	  Technology	   demonstrates	   a	   solution	   that,	   the	   users	   of	   recording	   studios	  and	  music	   technology,	   remedies	   the	   issue	   of	   problematic	  metaphoric	   language.	  Porcello	  (2004)	  uses	  the	  example:	  
[…]	  metaphors	  (both	  lexical	  onomatopoetic	  and	  pure)	  develop	  codified	  meanings	  that	  are	  easily	  translated	  into	  specific	  actions	  taken	  in	  the	  realm	  of	  signal	  processing	  or	  recording	  techniques.	   If	   an	   engineer	   is	   told	   that	   the	   drums	   are	   too	   ‘dry’	   or	   too	   ‘tight’,	   he	   or	   she	  knows	  that	  nine	  times	  out	  of	  ten	  the	  solution	  will	  simply	  be	  to	  run	  them	  through	  a	  reverb	  machine…	  (p.	  17)	  Because	  metaphor	  has	  become	  an	  important	  tool	  for	  those	  who	  use	  the	  recording	  studio	  to	  convey	  creative	  ideas,	  technology	  has	  had	  to	  develop	  to	  encompass	  this	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semantic	  influence.	  Various	  audio	  processing	  tools	  use	  metaphor	  as	  their	  unique	  selling	  point,	  or	  as	  part	  of	  their	  brand	  name.	  iZotope	  Nectar43	  is	  a	  vocal	  processing	  software	  tool;	  nectar	  being	  sweet,	  or	  smooth.	  These	  are	  both	  terms	  that	  could	  be	  associated	   with	   a	   well-­‐produced	   vocal.	   Credland	   Audio’s	   Big	   Kick	   plugin 44	  emphasises	   the	   aesthetics	   often	   desired	   from	  bass	   drum	   recordings	   (see	   3.3.4).	  The	   Ibanez	   Tubescreamer45	  provides	   onomatopoeia,	   overdriving	   and	   saturating	  guitar	  line	  level	  until	  it	  screams.	  It	  seems	  that	  metaphor	  as	  a	  semantic	  device	  has	  influenced	  the	  way	  in	  which	  music	  technology	  has	  been	  designed.	  The	  developers	  of	   such	   technology	   must	   value	   the	   role	   metaphor	   plays	   within	   the	   recording	  studio,	   and	   as	   part	   of	   general	   musicianship.	   It	   will	   be	   of	   interest	   to	   ascertain	  whether	   or	   not	   metaphor	   enters	   the	   discourse	   that	   the	   analysis	   in	   the	   later	  chapters	   undertakes.	   Metaphor	   is	   a	   vessel	   for	   transferring	   knowledge	   and	  conveying	  musical	  and	  sonic	  ideas	  in	  an	  artistic	  situation,	  when	  a	  predetermined	  language	   is	   not	   present.	   To	   understand	   the	   influence	   of	   technological	   decisions	  upon	  a	  musical	  production	   it	   is	  clear	   that	  understanding	  the	  semantic	  discourse	  will	  be	  important.	  	  As	   a	  brief,	   although	  not	   entirely	  unrelated,	  detour	   there	   are	   also	   links	   to	  the	   use	   of	   metaphor	   to	   be	   found	   in	   some	   of	   the	   surrounding	   socio-­‐cultural	  explorations	   specific	   to	   HM	   music.	   HM	   is	   often	   linked	   to	   the	   occult,	   most	  specifically	   Satanism	   (Reyes,	   2008;	   and	  Walser,	   1993).	   It	  was	   intriguing	   to	   find	  similarities	   in	   the	   construction	   of	   aesthetics	   drawn	   from	   the	   works	   of	   Adorno	  (1997)	   and	   Gracyk	   (1996),	   and	   the	   use	   of	   metaphor	   in	   the	   writings	   of	   Anton	  Szandor	   LaVey	   (1969).	   This	   excerpt	   from	   The	   Satanic	   Bible	   describes	   satanic	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
43	  https://www.izotope.com/nectar2	  [online]	  accessed	  31/05/2015	  44	  http://www.credland.net/bigkick/	  [online]	  accessed	  31/05/2015	  45	  http://www.ibanez.com/ts930th	  [online]	  accessed	  31/05/2015	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imagery	  through	  ritual	  as	  somewhat	  closely	  linked	  to	  the	  overall	  conclusion	  this	  section	  has	  drawn:	  
Imagery	   is	   a	   constant	   reminder,	   an	   intellect	   saving	  device,	   a	  working	   substitute	   for	   the	  real	  thing.	  Imagery	  can	  be	  manipulated,	  set	  up,	  modified,	  and	  created,	  all	  according	  to	  the	  will	   of	   the	   magician,	   and	   the	   very	   blueprint	   that	   is	   created	   by	   imagery	   becomes	   the	  formula	  which	  leads	  to	  reality.	  (p.125)	  Aesthetic	  constructions	  are	  found	  in	  LaVey’s	  blueprints,	  and	  the	  ‘magician’	  	  is	  not	  too	  dissimilar	   to	   the	  notion	  of	   the	  record	  producer,	  or	  engineer.	  The	  conclusion	  drawn	   by	   LaVey,	   that	   reality	   is	   created	   through	   our	   understanding	   of	   imagery,	  could	   be	   likened	   to	   the	   transfer	   of	   knowledge	   (Horning,	   2004)	   or	   the	   way	   in	  which	   piecing	   together	   experiences,	   via	  metaphor,	   forms	   a	   consciousness	   (Zak,	  2001).	  	  	  	  
2.8 Summary	  Considering	  record	  production	  as	  art	  is	  complex.	  Yet,	  this	  consideration	  is	  vital	  to	  further	  our	  knowledge	  of	  technological	  discourse	  within	  the	  production	  process.	  This	  chapter	  has	  discussed	  the	  emerging	  field	  that	  is	  AoRP,	  as	  well	  as	  the	  context	  that	   underpins	   it.	   In	   relation	   to	   this	   study	   there	   is	   consideration	   for	   the	  technological	  developments	  that	  have	  affected	  the	  nature	  of	  music	  technology	  and	  how,	  in	  the	  twenty	  first	  century,	  it	  is	  seen	  to	  have	  become	  commodity.	  It	  is	  yet	  to	  be	   discovered	   whether	   this	   will	   be	   detrimental	   to	   the	   way	   in	   which	   record	  production	  evolves,	  or	  whether	  technological	  development	  has	  elevated	  the	  way	  in	  which	  producers	  record	  music.	  	  Democratisation	   and	   availability	   of	   technology	   has	   changed	   the	   way	   in	  which	   we	   view,	   and	   experience,	   the	   recording	   studio	   paradigm.	   Nostalgia	   now	  provides	   the	   cultural	   context	   as	   more	   and	   more	   music	   can	   be	   produced	   away	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from	  these	  temples	  of	  sound,	  just	  as	  the	  shift	  between	  recording	  media	  (analogue	  tape	  to	  digital,	  for	  instance)	  changed	  the	  way	  in	  which	  recording	  was	  approached.	  Will	  we	  now	  see	  the	  same	  paradigm	  shift	  on	  a	  more	  global	  scale;	  perhaps	  a	  move	  away	   from	   live	   (analogue)	   sources	   to	   emulated	   (digital)	   sound	   sources?	   This	  could	   be	   argued	   to	   increase	   expression	   and	   remove	   creative	   limitations	   further	  increasing	  the	  need	  for	  the	  study	  of	  the	  AoRP.	  To	  consider	  record	  production	  as	  art	  it	  is	  vital	  to	  examine	  the	  constraints	  that	  are	  placed	  on	   its	   creation	  by	  culture,	   society	  and	  commerce.	  This	  Adornian	  approach	   to	  an	  aesthetical	  understanding	  of	   art	   reveals	   the	  dramatic	   effect	   that	  issues	   of	   commerciality	   have,	   with	   the	   example	   here	   of	   the	   dynamic	   range	   of	  twenty-­‐first	   century	   popular	  music.	   The	  work	   of	   the	   AoRP,	   and	   the	   developing	  academic	  field	  of	  record	  production,	  exemplifies	  the	  complexity	  of	  what	  it	  means	  to	   produce	   records.	   The	   difference	   between	   art	   and	   science,	   between	   record	  production	   and	   music	   production,	   as	   well	   as	   the	   will	   to	   bring	   academia	   and	  practice	   together	   presents	   more	   motivation	   for	   this	   timely	   study.	   This	   also	  highlights	   the	   necessity	   for	   considering	   the	   production,	   and	   the	   influence	  technology	  holds	   over	   it,	   of	   specific	   genres	   of	  music	   as	   unique	   insights	   into	   the	  ideologies	   held	   by	   AoRP	   and	   the	   academic	   study	   of	   record	   production.	   The	  argument	  supporting	  the	  case	  for	  the	  academic	  study	  of	  record	  production	  seems	  to	   be	   set	   out.	   This	   research	   is	   specifically	   concerned	   with	   the	   technological	  influence	   over	   recorded	   HM	   music.	   The	   following	   chapter	   draws	   upon	   the	  complexities	  of	  record	  production	  and	  explores	  them	  in	  the	  context	  of	  HM	  music,	  moving	  closer	  towards	  the	  research	  question	  at	  the	  heart	  of	  this	  thesis.	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3 Heavy	  Metal	  	  This	  chapter	  reviews	  the	  canon	  of	  work	  that	  concerns	  HM	  music	   in	  academia.	   It	  explores	   seminal	  works	   on	   the	   genre,	   specific	   socio-­‐cultural	   commentaries,	   key	  aspects	  of	  HM	  record	  production,	  and	  other	  studies	  that	  have	  brought	  HM	  music	  to	  the	  attention	  of	  popular	  musicology.	  The	  growing	  field	  of	  Metal	  Studies	  (3.1)	  is	  explored	   and	   the	   movement	   within	   musicology	   that	   provides	   the	   contextual	  foundation	  of	  the	  musical	  elements	  of	  this	  study.	  The	  literature	  that	  has	  led	  to	  the	  increased	   interest	   in	  HM	  music	   is	   discussed	  within	   the	   context	   of	   this	   study,	   as	  well	  as	  the	  influence	  it	  has	  within	  popular	  musicology.	  Significant	  thought	  is	  also	  given	  to	  the	  problems	  that	  some	  of	  this	  literature	  highlights.	  	  HM	  Record	  Production	  (3.2)	  forms	  the	  core	  of	  this	  chapter	  and	  attends	  to	  the	   literature	   that	   has	   presented	   a	   historical	   account	   and	   more	   contemporary	  views	  of	  HM	  production.	  Key	  authors	  are	  explored	  as	  the	  overarching	  themes	  of	  heaviness,	   sonic	   weight	   and	   subgenre	   specific	   production	   are	   addressed.	  Research	  that	  focuses	  on	  HM	  production	  is	  scarce,	  highlighting	  the	  timely	  nature	  for	   this	   research.	   For	   musicologists,	   and	   other	   social	   scientists,	   production	  research	   is	   incredibly	   valuable;	  Reyes	   (2013)	   suggests	   that	   to	   understand	  what	  HM	  is,	  we	  must	  understand	  its	  production:	  
The	  meaning	  of	  metal,	  what	  makes	  certain	  genres	  of	  metal	  more	  extreme	  than	  others,	  and	  how	  one	  hears	   and	   experiences	   heaviness,	   derive	   from	   the	   (re)collection	   of	   recordings.	  […]	  heavy	  metal	  cannot	  be	  thought	  of	  as	  a	  coherent	  genre	  in	  and	  of	  itself.	  It	  is,	  instead,	  a	  terrain	  upon	  which	  many	  conflicts	  and	  conversations	  occur.	  This	  terrain,	  as	  shown	  above,	  is	  grounded	  in	  the	  production,	  circulation,	  and	  recollection	  of	  recordings.	  (p.18)	  Within	  this	  chapter,	  the	  stylistic	  traits	  and	  more	  common	  instrumental	  properties	  of	   the	   genre	   are	   explored	   to	   construct	   a	   foundation	   for	   the	   reader	   and	   a	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comprehensive	  construction	  of	  HM	  sound.	  The	  electric	  guitar,	  the	  rhythm	  section,	  HM	   vocal	   styles,	   and	   performance	   are	   the	   considerations	   that	   make	   up	   this	  section	  due	  to	  the	  frequency	  of	  which	  they	  appear	  in	  the	  current	  literature.	  	  HM	  Technology	  (3.3)	  discusses	  the	  way	  in	  which	  certain	  music	  technology	  has	  become	  associated	  with	  HM	  and	  how	  it	  has	  become	  part	  of	  the	  understanding	  of	  contemporary	  HM	  music.	  The	  way	  in	  which	  this	  technology	  has	  been	  used	  and	  potential	   problems	   this	   causes	   is	   also	   explored.	   This	   section	   takes	   into	   account	  the	  technological	  discussion	  presented	  earlier	  in	  this	  thesis	  with	  appropriation	  of	  technological	   determinism	   and	   the	   issues	   raised	   by	   Taylor	   (2010).	   A	   specific	  consideration	   for	   how	   HM	   is	   presented	   and	   mixed	   follows	   this	   discussion.	   At	  present	  there	  is	  limited	  literature	  that	  focuses	  on	  the	  way	  in	  which	  HM	  is	  mixed	  but	  empirical	  methodology	  is	  explored	  here	  and	  appropriated	  within	  the	  context	  of	  this	  study.	  	  Finally	  this	  chapter	  presents	  the	  problem	  that	  this	  research	  attends	  to.	  The	  influence	  of	  technology	  and	  resultant	  musical	  constructions	  are	  considered	  whilst	  appropriated	   within	   the	   socio-­‐cultural	   accounts	   that	   the	   current	   literature	  provides.	  	  	  	  
3.1 Metal	  Studies:	  An	  Emerging	  Field	  The	  scholarly	  study	  of	  HM	  music	   is	  outlined	  in	  Andy	  Brown’s	   ‘Heavy	  Genealogy:	  Mapping	   the	  Currents,	  Contraflows	  and	  Conflicts	  of	   the	  Emergent	  Field	  of	  Metal	  Studies,	  1978	  –	  2010’	  (2011).	  Brown’s	  article	  theorises	  that	  the	  works	  often	  cited	  as	  seminal	  offer	  valuable	  insight	  into	  the	  genre	  but	  are	  reflections	  of	  ‘disciplinary	  and	  ideological	  conflict	  that	  defines	  the	  study	  of	  heavy	  metal	  music	  and	  culture	  up	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to	   the	   present’	   (p.214).	   Brown	   points	   to	   the	   work	   of	   academics	   in	   the	   ‘2000	  decade’	   (p.216)	  as	   a	   critical	   time	  of	  development	   for	  HM	  academia;	   signifying	  a	  change	  from	  ‘macro-­‐	  to	  micro-­‐analysis’	  (p.216).	  This	  is	  certainly	  clear	  and	  will	  be	  evident	  in	  the	  discussion	  of	  the	  literature	  that	  follows;	  the	  movement	  away	  from	  the	  introductory	  readers	  of	  the	  early	  1990’s	  to	  the	  more	  niche	  research	  outputs	  of	  the	   present	   metal	   studies	   field.	   It	   is	   also	   interesting	   that	   Brown	   suggests	   HM	  scholarship	  has	  two	  types	  of	  academics:	  	  
[…]	  academic-­‐fans	  (established	  scholars	  who	  have	   ‘come	  out’	  as	  fans	  of	  types	  of	  popular	  culture)	   and	   fan-­‐academics	   (ex-­‐fans	   who	   have	   successfully	   parleyed	   their	   insider	  knowledge	  into	  an	  academic	  career).	  (p.217)	  	  The	   ‘academic-­‐fan’	  may	   approach	  HM	  music	  with	   some	   trepidation	   as	   they	   are	  missing	   ‘insider’	   knowledge,	   whilst	   the	   ‘fan-­‐academic’	   turns	   their	   practical	  experiences	  into	  research	  output.	  This	  must	  also	  be	  applicable	  to	  other	  academics	  that	  work	  in	  similar	  fields,	  but	  Brown	  seems	  to	  suggest	  it	  is	  significant	  within	  HM	  academia.	  This	  could	  present	  a	  problem	  with	  biased	  views	  of	  the	  genre,	  but	  also	  supports	   the	   increasing	   interest	   in	   academic	   study	   of	   HM	   music,	   something	  suggested	   by	   Brown	   in	   his	  methodological	   deconstruction	   of	   the	  Metal	   Studies	  Bibliography	   Database	   (MSBD).	   46 	  What	   Brown	   achieves	   with	   his	   article	  demonstrates	  how	   the	   reflective	  nature	  of	  early	   research	  on	  HM	  music,	   and	   the	  way	   in	   which	   society	   views	   the	   surrounding	   subculture,	   has	   blossomed	   into	  varied	   and	   holistic	   research;	   away	   from	   psychological	   studies	   of	   negative	  adolescent	   ‘vulnerability’	   (p.233)	   that	   draw	   upon	   white,	   male,	   lower-­‐working	  class	  examples.	  There	  is	  excitement	  in	  Brown’s	  discourse,	  a	  vast	  optimism,	  whilst	  also	  a	  sense	  of	  acknowledgement	  for	  the	  works	  he	  critiques.	  The	  critiques	  provide	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
46	  The	  full	  bibliography	  can	  be	  found	  here:	  http://www.ucmo.edu/metalstudies/metal_studies_home.html	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the	  foundation	  that	  Brown	  seemed	  to	  be	  searching	  for,	  whilst	  also	  providing	  the	  signposts	  for	  future	  research	  that	  have	  brought	  about	  the	  creation	  of	  the	  field	  of	  metal	  studies.	  	  What	  is	  Metal	  Studies?	  Spracklen,	  Brown,	  and	  Kahn-­‐Harris	  (2011)	  compare	  the	  surge	  in	  interest	  for	  the	  study	  of	  HM	  music	  to	  the	  mainstream	  coverage	  of	  the	  genre	   in	   ‘broadsheet	   newspapers’,	   and	   ‘a	   decisive,	   and	   largely	   unexplained,	  sympathetic	  and	  measured	  treatment	  to	  the	  news	  representation	  of	  heavy	  metal	  culture	  and	  fandom	  in	  recent	  years’	  (p.201).	  	  Brown	  (2011)	  suggests	  that	  the	  field	  is	  ‘qualitatively	  different	  in	  character	  to	  that	  which	  preceded	  it’	  (p.231),	  following	  his	  critique	  of	  HM	  publications	  of	  the	  1980s	  and	  1990s;	  with	  the	  latter	  part	  of	  the	  1990s,	   and	   into	   the	   2000	   decade,	   witnessing	   an	   increasingly	   varied	   approach	  towards	  HM	  music	  and	  the	  surrounding	  aspects	  of	   its	  culture.	  The	  way	  in	  which	  publications	  are	  noted	  to	  move	  towards	  cultural	  aesthetic	  studies	  and	  away	  from	  the	   early	   works	   displayed	   by	   the	   MSBD,	   which	   featured	   ‘social	   problem[s]	   or	  indicator[s]	  of	  psychological	  risk’	  (p.231),	  is	  a	  key	  indicator	  of	  how	  HM	  academia	  evolved	  in	  such	  a	  short	  period	  of	  time	  (Scott,	  2012b).	  	  This	  variety	  has	  placed	  HM	  music	  at	   the	   feet	  of	  many	  different	  academic	  fields	  and	  it	   is	  this	  academic	  variety	  that	  Brown	  signifies	  as	  a	  real	  starting	  point	  for	  metal	  studies.	  This	   is	  supported	  by	  information	  found	  on	  the	  online	  home	  of	  the	   International	   Society	   for	   Metal	   Music	   Studies	   (ISMMS).	   The	   ISMMS	   website	  hosts	  the	  MSBD,	  that	  Brown	  (2011)	  interrogates,	  which	  was	  compiled	  by	  Fabien	  Hein	  and	  Keith	  Kahn-­‐Harris	  in	  2006.	  The	  ISMMS	  proclaim	  that	  their	  mission	  is:	  
[…]	   to	   encourage	   and	   facilitate	   trans	   /	   interdisciplinary	   and	   international	   academic	  research	  regarding	  processes	  and	  phenomena	  related	   to	  heavy	  metal	  music	  and	  culture	  and	  to	  support	  the	  recognition	  of	  such	  research	  as	  a	  significant	  contribution	  to	  academic	  communities.	   Sub-­‐genres	   of	   heavy	   metal	   and	   related	   genres,	   e.g.,	   hardcore	   punk,	   are	  included.	   ISMMS	   exists	   as	   a	   focal	   organization	   to	   establish	   metal	   music	   studies	   as	   a	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relevant	   and	   respected	   academic	   discipline	   and	   contribute	   to	   the	   growth	   of	   knowledge	  within	  the	  academic	  and	  music	  communities.	  These	  aims	  shall	  be	  accomplished	  through	  the	   development,	   organization	   and	   promotion	   of	   state	   of	   the	   art	   collaborations,	  publications,	   activities	   and	   events	   that	   demonstrate	   high	   standards	   and	   principles	   of	  academic	  excellence	  and	  the	  important	  purpose	  of	  this	  research	  around	  the	  world.47	  The	   aims	   set	   out	   by	   the	   ISMMS	   support	   the	   shift	   that	   is	   highlighted	   by	   Brown	  (2011).	   Research	   that	   crosses	   disciplines	   is	   encouraged	   and	   reflects	   the	   unique	  fragmentation	  within	  HM	  music	   that	  has	   formed	  so	  many	  of	   the	  subgenres	  now	  present.	  	  At	  a	  similar	  time	  (2008)	  the	  first	  Heavy	  Fundamentalisms:	  Music,	  Metal	  and	  
Politics	  conference	  was	  held	  in	  Salzburg,	  allowing	  HM	  academics	  to	  converge	  and	  discuss	  their	  own	  research.	  The	  official	  publication	  of	  the	  MSBD	  was	  in	  2010,	  with	  constant	  editing	  an	  active	  part	  of	  the	  ISMMS’s	  goal.	  At	  the	  time	  of	  writing	  the	  first	  volumes	  of	  the	  only	  dedicated	  journal	  for	  metal	  studies,	  Metal	  Music	  Studies,	  have	  been	  published.	  The	  online	   resource	   for	   the	   journal	   suggests	   that	   the	   journal	   is	  intended	  to	  be:	  
[…]	  a	  multidisciplinary	  (and	   interdisciplinary)	  subject	   field	   that	  engages	  with	  a	  range	  of	  parent	   disciplines,	   including	   (but	   not	   limited	   to)	   sociology,	   musicology,	   humanities,	  cultural	  studies,	  geography,	  philosophy,	  psychology,	  history,	  [and]	  natural	  sciences	  […]48	  	  Not	  only	  does	  this	  provide	  more	  evidence	  for	  the	  timely	  nature	  of	  this	  research,	  it	  also	  suggests	  that	  metal	  studies	  now	  has	  a	  supportive	  academic	  following	  and	  can	  only	   increase	   in	   popularity,	   with	   the	   help	   of	   a	   dedicated	   publishing	   platform.	  Encouragingly,	   the	   first	   issue	   of	  Metal	  Music	   Studies	   included	  Williams’	   (2015)	  ‘Tracking	   Timbral	   Changes	   in	   Metal	   Production	   from	   1990	   to	   2013’,	   which	  explores	  the	  unique	  timbral	  and	  spectral	  shape	  of	  recorded	  HM	  and	  how	  this	  has	  changed	   over	   the	   course	   of	   the	   genre’s	   development;	   this	   indicates	   that	   the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
47	  https://www.ucmo.edu/metalstudies/index.html	  [online]	  accessed	  18/09/2015	  48	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  [online]	  accessed	  17/09/2015	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production	   values,	   and	   sonic	   aesthetics	   of	   HM	  music	   are	   of	   interest	   within	   the	  metal	  studies	  field.	  	  To	   explore	   every	   field	  of	   research	   that	  metal	   studies	   encompasses	   is	  not	  the	   intent	   of	   this	   chapter,	   it	   is	   rather	   to	   establish	   that	   the	   field	   is	   currently	  evolving	  at	  a	  rapid	  rate.	  Metal	  studies,	  therefore,	  is	  the	  interdisciplinary	  study	  of	  HM	   music	   and	   its	   socio-­‐cultural	   impact.	   It	   is	   increasing	   in	   popularity	   at	   an	  optimistic	   rate	  and	  presents	   itself	  as	  an	   important	  area	  of	  academic	   research	   in	  twenty-­‐first	  century	  musicology.	  The	  following	  section	  explores	  the	  literature	  that	  has	   formed	  the	  basis	   for	  contemporary	  research	  of	  HM	  music,	  expanding	  on	  the	  works	   mentioned	   above.	   Brown’s	   (2011)	   analysis	   of	   the	   MSBD	   argued	   that	  academic	  publications	  prior	  to	  the	  twenty-­‐first	  century	  do	  not	  accurately	  fit	   into	  the	   metal	   studies	   we	   now	   know.	   However,	   these	   publications	   do	   provide	   a	  foundation	   for	   a	   vast	   amount	   of	   the	   academic	   research	   that	  metal	   studies	   now	  encompasses.	  It	  is	  here	  that	  the	  review	  of	  HM	  literature	  will	  commence.	  	  	  
3.1.1 Heavy	  Beginnings	  Will	  Straw’s	  ‘Characterizing	  Rock	  Music	  Cultures:	  The	  Case	  of	  Heavy	  Metal’	  (1984)	  is	  an	  early	  example	  of	  the	  sociological	  study	  of	  HM	  music	  that	  presents	  the	  genre	  as	  ‘marginalised’	  (p.118)	  and	  compares	  the	  tension	  within	  the	  critical	  discourse	  of	  rock	  music	  to	  the	  struggle	  that	  society	  had	  in	  accepting	  HM;	  somewhat	  reflective	  of	  the	  nature	  of	  the	  musicology	  of	  rock	  music	  at	  the	  time.	  Straw’s	  article	  does	  not	  feature	  on	  the	  MSBD;	  perhaps	  due	  to	  the	  missed	  irony	  in	  the	  reference	  to	  This	  is	  
Spinal	   Tap	   (1984)	   as	   being	   an	   ‘insightful’	   and	   ‘perceptive’	   (p.120)	   take	   on	   HM	  culture.	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Deena	   Weinstein’s	   Heavy	   Metal:	   A	   Cultural	   Sociology	   (1991)	   and	   Heavy	  
Metal:	   The	   Music	   and	   its	   Culture	   (2000)	   explore	   HM	   through:	   the	   genre’s	  development;	   how	   the	   music	   is	   written;	   commercial	   aspects	   of	   selling	   HM;	  success	   and	   fame;	   subcultural	   trends;	   and	   the	   live	   performance	   of	   HM	   music.	  These	   books	   explore	   the	   multifaceted	   sociology	   of	   HM	   music	   and	   form	   an	  introduction	   to	   the	   academic	   study	   of	   HM	  music.	   Whilst	   Weinstein’s	   discourse	  appropriates	  a	  large	  volume	  of	  information	  about	  HM	  as	  a	  socio-­‐cultural	  artefact,	  the	  problems	  that	  Brown	  (2011)	  suggests	  seems	  to	  accurately	  critique	  her	  work.	  Weinstein’s	  work	  has	  become	  seminal;	  both	  texts	  act	  as	  introductory	  readers	  and	  foundation	   texts	   for	  metal	  studies,	  although	  her	  earlier	  work	  (1991)	   is	  clearly	  a	  precursor.	   Without	   Weinstein	   championing	   HM	   music	   as	   a	   viable	   research	  pathway	  metal	  studies	  may	  not	  exist	  in	  the	  form	  it	  currently	  takes.	  Twinned	  with	  Weinstein,	  Walser’s	  Running	  with	   the	  Devil:	  Power,	  Gender	  
and	  Madness	   in	  Heavy	  Metal	  Music	   (1993a)	   is	   also	   seen	   to	   be	   a	   seminal	   text	   for	  those	   researching	   HM.	   Walser	   approaches	   HM	   with	   a	   clear	   musicological	  perspective;	  focusing	  on	  the	  music	  and	  the	  performer,	  as	  well	  as	  an	  appropriation	  of	   virtuosity	   and	   authenticity.	   Within	   the	   book,	   Walser	   questions	   the	  musicological	   approach,	   constantly	   advocating	   his	   motivation.	   The	   inherent	  problem	  that	  Walser	  describes	  is	  that	  critical	  musicological	  studies	  of	  HM	  (prior	  to	   1993)	   often	   fail	   to	   consider	   the	   fundamental	  musical	   elements	   and	   revert	   to	  detailed	  studies	  of	  lyrical	  content.	  This	  echoes	  the	  sentiments	  of	  Brown	  (2011)	  in	  regards	   to	   how	   adolescent	   vulnerability	   was	   seen	   as	   the	   only	   viable	   research	  pathway	  for	  the	  HM	  music	  researcher	  prior	  to	  Walser	  and	  Weinstein.	  	  Walser	   (1993)	   places	   his	   own	  work	   at	   the	   forefront	   of	   HM	   literature	   by	  presenting	  any	  other	  musicological	  approaches	  as	   ‘content	  analysis’	   (p.21).	  This	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form	  of	  analytical	  work	  left	  no	  room	  for	  the	  musical	  devices	  used	  and,	  if	  anything,	  focused	  on	   the	   lyrical	   content	  of	   the	  music;	  as	  per	  Hansen	  and	  Hansen’s	   (1991)	  study	  of	  lyrical	  themes	  relating	  to	  the	  social	  reality	  within	  HM.	  Walser	  points	  out	  that	  this	  particular	  study	  is	  flawed	  ‘because	  their	  premises	  produced	  their	  results’	  (p.22).	   Running	   with	   the	   Devil	   […]	   falls	   under	   the	   same	   scrutiny	   from	   Brown	  (2011),	   although	   Brown	   admits	   that	   it	   provides	   a	   much	   clearer	   musicological	  exploration	  into	  HM	  music.	  	  	  
3.1.2 Socio-­‐cultural	  Perspectives	  After	  Weinstein	  and	  Walser’s	  early	  works	  a	  number	  of	  authors	  introduced	  HM	  to	  a	   wider	   academic	   audience.	   By	   Brown’s	   (2011)	   suggestion,	   the	   movement	  towards	   a	   cultural	   aesthetic	   is	   still	   roughly	   a	   decade	   away	   but	   the	   reaction	   to	  these	  texts	  certainly	  provoked	  thought	  surrounding	  HM.	  Jeffery	  Arnett	  published	  a	   number	   of	   works	   in	   the	   1990s	   (1991,	   1993,	   and	   1996)	   that	   dealt	   with	   the	  alienation	  of	  adolescents	  and	   linked	  this	  with	  the	  mainstream	  acceptance	  of	  HM	  in	   the	   1980s.	   His	   1996	   book	   METALheads:	   Heavy	   Metal	   Music	   and	   Adolescent	  
Alienation	  brought	  together	  the	  earlier	  articles	  that	  focus	  on	  the	  listening	  habits,	  lifestyle	   choices,	   and	   social	   interaction	   of	   young	   adults.	   Arnett’s	   discourse	  suggests	   that	   there	   is	   an	   ‘intensity’	   in	   his	   subjects	   ‘enthusiasm	   for	   the	   music’	  (1991,	   p.92)	   which	   allows	   adolescents	   to	   express	   their	   views	   on	   social	   issues;	  internalised	   emotions,	   namely	   anger,	   and	   partake	   in	   subcultural	   social	   events.	  Nys,	   in	   Irwin	   (2009),	   discusses	  what	   being	   a	  Metallica	   fan	  meant	   to	   him	   as	   an	  adolescent,	   exploring	  why	   parents	   show	   concern	  when	   their	   offspring	   listen	   to	  HM	  music:	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Every	  day	  thousands	  of	  mothers	  ask	  their	  sons	  and	  daughters	  why	  the	  music	  they	  listen	  to	   is	   so	   dark	   and	   gloomy.	   A	   standard	   reply	   to	   these	   parental	  worries	   is	   that	   the	  world	  itself	  is	  not	  rosy	  and	  cheerful	  and	  that	  good	  music	  should	  reflect	  this	  shadow-­‐side	  as	  well.	  As	   such,	  metal	   is	   about	   facing	   facts,	   and	   being	   true	   to	   yourself	   even	   if	   the	   truth	   is	   not	  particularly	  comforting.	  (p.48)	  Other	   authors	   that	   comment	   heavily	   on	   the	   issues	   of	   adolescence	   and	   identity	  include:	  Ambrose	  (2001);	  Beard	  and	  Gloagg	  (2005);	  Darnielle	  (2008);	  Friesen	  and	  Epstein	  (1994);	  Jones	  (2011);	  Krenske	  and	  McKay	  (2000);	  Oliveira	  and	  Rodrigues	  (2011);	   Schwartz	   and	   Fouts	   (2003);	   Sinclair	   (2011);	   and,	   Snell	   and	   Hodgetts	  (2007).	  Coincidentally,	  Cope	  (2010)	  describes	  anger	  and	  aggression	  as	   ‘central	   to	  both	   the	   performative	   and	   compositional	   elements	   of	   HM’	   (p.26)	   as	   well	   as	  addressing	  the	  desired	  ‘levels	  of	  urgency	  and	  aggression	  (aspects	  that	  emerge	  as	  important	   style	   indicators	   of	  metal)’	   (p.25)	  when	   constructing	   an	   argument	   for	  the	  development	  of	  Black	   Sabbath’s	   sound	   in	   the	   late	  1960s.	  Heathers,	   in	   Irwin	  (2013)	  concludes	   that,	  whilst	  examining	   the	  use	  of	   the	  Diabolus	  in	  Musica,49	  this	  interval	   ‘came	   to	   mean	   Black	   Sabbath	   –	   a	   physically	   defined	   manifestation	   of	  anger	  and	  discontent’	  (p.48).	  	  Keith	   Kahn-­‐Harris’	  Extreme	  Metal:	  Music	   and	  Culture	   on	   the	  Edge	   (2006)	  exemplifies	   the	  movement	  away	   from	  all	  encompassing	  socio-­‐cultural	  works,	  by	  bringing	  attention	  to	  the	  developing	  sociology	  of	  HM	  music	  with	  consideration	  for	  the	   multiple	   subgenres	   of	   HM.	   Weinstein	   (2000)	   began	   to	   explore	   the	  fragmentation	   of	   subgenres	   in	   her	   discussion	   of	   ‘lite’	   HM	   (p.46).	   Tsatsishvili	  (2011)	   explores	   the	   classification	   of	   the	   various	   subgenres	   of	   HM	   music	   and	  Kahn-­‐Harris’	   work	   is	   seen	   as	   a	   seminal	   text	   on	   extreme	   metal	   subgenres	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
49	  ‘The	  church	  also	  banned	  the	  musical	  interval	  of	  an	  augmented	  fourth,	  the	  distance	  between	  C	  and	  F-­‐sharp	  and	  also	  known	  s	  a	  tritone	  […]	  This	  interval	  was	  considered	  so	  dissonant	  that	  it	  must	  have	  been	  the	  work	  of	  Lucifer,	  and	  so	  the	  church	  named	  it	  Diabolus	  in	  Musica.	  It	  was	  pitch	  that	  had	  the	  medieval	  church	  in	  an	  uproar.’	  (Levitin,	  2011,	  p.13)	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suggesting	   that	   they	  are	   ‘artistically	   challenging’	   (2000,	  p.6)	  and	   therefore	  push	  ideas	  of	  musical	  convention	  to	  their	  limits.	  It	  is	  the	  challenging	  nature	  of	  extreme	  metal	   that	   causes	   Kahn-­‐Harris	   to	   take	   a	   holistic	   approach,	   empowering	   HM	  academia	   by	   critiquing	   the	   works	   prior	   to	   2006,	   stating	   that	   there	   is	   a	   lack	   of	  ‘global	  context’	  (p.11).	  Importantly	  HM	  is	  signified	  as	  being	  more	  than	  a	  musical	  artifact	  or	  a	  product;	  it	  is	  proposed	  that	  HM,	  and	  more	  specifically	  extreme	  metal,	  exists	  as	  a	  product	  of	  multiple	  cultural	  constructions,	  or:	  
The	  extreme	  metal	  scene	  is	  a	  powerful	  example	  of	  how	  popular	  music	  can	  be	  a	  source	  of	  artistic	   radicalism	   that	   is	   nonetheless	   rooted	   in	   the	   lived	   experience	   of	   community’	  (p.165)	  Kahn-­‐Harris	  is	  also	  one	  of	  the	  editors	  for	  Metal	  Music	  Studies	  and	  has	  published	  a	  significant	   volume	   of	   work	   contributing	   to	   the	   field	   (2000;	   2001;	   2002;	   2003;	  2004a;	  2004b;	  2006;	  2011).	  	  The	   problematic	   criticisms	   of	   HM,	   due	   to	   challenging	  musical	   and	   social	  syntax;	  are	  also	  explored	  by	  Sinclair	  (2011).	  Sinclair	  suggests	  that:	  	  
[HM]	   is	   an	   example	   of	   how	   political	   ideology	   or	   romanticism	   can	   interfere	   with	   our	  knowledge	  of	  the	  subculture.	  This	  was	  demonstrated	  in	  the	  discourse	  of	  dichotomy	  that	  was	  evident	  in	  the	  conceptualisation	  of	  [HM]	  as	  evil	  in	  American	  society	  on	  the	  one	  hand	  and	   the	   subsequent	   defence	   of	   the	   scene	   from	   its	   detractors	   which	   has	   resulted	   in	   a	  romanticised	  and	  mythologised	  visualisation	  of	  [HM]	  subculture	  on	  the	  other.	  (p.13)	  The	   complexities,	   when	   constructing	   a	   comprehensive	   phenomenology	   of	   HM	  music	  are	  suggested	  by	  Sinclair	  to	  be	  a	  result	  of	  romanticism.	  This	  is	  reflective	  of	  Kahn-­‐Harris’	   view	   that	   HM	   is	   artistically	   challenging	   and	   aims	   to	   rid	   itself	   of	  musical	  convention.	  Walser’s	  (1993)	  discussion	  of	  ‘cultural	  hierarchies’	  (p.58-­‐62)	  highlights	   the	   tension	  between	  high	   and	   low	  culture	   that	  popular	  music,	   in	   this	  case	  HM,	  causes.	  A	  stigma	  seems	  to	  be	  placed	  on	  low	  culture,	  a	  stigma	  that	  stops	  it	  being	   appropriated	   to	   any	   form	   of	   high	   culture.	   For	   Walser	   it	   is	   important	   to	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defend	   classical	   appropriations	   that	   are	   audible	   in	   HM,	   and	   this	   defense	   only	  illuminates	   further	   the	   stigmas	   faced	   by	   HM	   from	   musicological	   critics.	   These	  stigmas	  may	  of	  course	  arise,	  in	  part,	  from	  HM	  musician’s	  intent	  to	  be	  challenging	  and	  confrontational,	  breaking	  convention.	  Reyes	  (2008)	  suggests	  that:	  
Sonically,	  heavy	  artists	  go	  to	  lengths	  to	  be	  audibly	  confrontational	  to	  outsiders,	  like	  its	  art-­‐music	   counterpart	   heavy	   music	   is	   often	   conceived	   as	   an	   immanent	   critique	   of	   more	  popular	  strains	  (p.4)	  Berger	  (1999)	  in	  Metal,	  Rock,	  and	  Jazz:	  Perception	  and	  the	  Phenomenology	  
of	  Musical	  Experience	  questions	  musical	  practice	  ethnographically.	  In	  the	  opening	  chapter	  Berger	  suggests	  that:	  
Musical	  activity	  constitutes	  both	  the	  meaning	  of	  the	  music	  in	  the	  participant’s	  experience	  and	  the	  music	  scene	  as	  a	  social	  group.	  (p.1)	  	  Berger’s	   study	   contrasts	   the	   genres	   of	   African-­‐American	   jazz,	   death	  metal,	   and	  hard	   rock	   through	   unique	   ethnographic	   case	   studies	   that	   detail	   the	  phenomenology	   of	   the	   social	   groups	   surrounding	   different	   genres.	   	   Wallach,	  Berger	   and	   Greene’s	   (2011)	   edited	   volume	  Metal	   Rules	   The	   Globe:	   Heavy	  Metal	  
Music	  Around	  The	  World	   further	  explores	   the	  sociological	   issues	   that	  have	  aided	  HM’s	   globalisation.	   Other	   studies	   that	   have	   focused	   on	   the	   ethnographic	   and	  spatial	   reaches	   of	  HM	  music	   include:	   Cope	   (2010);	   Spracklen,	   Lucas,	   and	  Deeks	  (2014);	  Roccor	  (2000);	  and	  Waksman	  (2004).	  Religion	   and	   the	   occult	   present	   themselves	   as	   frequent	   topics	   for	  discussion	  within	  metal	  studies.	  The	  earlier	  discussed	  works	  of	  Weinstein	  (1991	  and	   2000)	   and	   Walser	   (1993)	   both	   discuss,	   primarily,	   the	   issue	   of	   Satanism	  within	   HM	  music.	  Weinstein	   (2000)	   discusses	   the	   right	  wing	   opposition	   to	   HM	  based	  on	  subliminal	  messages	  in	  the	  music;	  the	  opposition	  HM	  poses	  to	  religion,	  not	  in	  support	  of	  Satanism,	  but	  in	  the	  disbelief	  in	  a	  ‘respectable	  society	  where	  no	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one	   boogies	   and	   everyone	   goes	   to	   ice	   cream	   socials’	   (p.260);	   and	   HM’s	  representation	   of	   christian	   symbols	   as	   blasphemy.	  Walser	   (1993)	   provides	   the	  same	  criticisms	  as	  Weinstein;	  the	  same	  that	  HM	  received	  in	  the	  1980s.	  He	  takes	  a	  defensive	   stance	   and	   criticises	   early	   efforts	   of	   scholarship	   on	   the	   subject	   of	  Satanism	   in	   HM.	   Walser	   also	   suggests	   that	   these	   works,	   and	   public	   criticisms,	  deny	   ‘fans	   subjectivity	   or	   social	   agency’	   (p.144)	   and	   disregard	   any	   musical	  analysis.	  Themes	  of	  Satanism,	  the	  Gothic	  and	  the	  occult	  are	   further	  explored	  by:	  Bardine	   (2009);	   Campbell	   (2005);	   Farley	   (in	   Bayer,	   2009);	   Hinds	   (1992);	   and	  Martin	   (2002).	  Moberg	   (2012)	   presents	   a	   critical	   review	   of	   a	   number	   of	  works	  that	   focus	   on	   religion	   and	   HM	   in	   a	   more	   broad	   sense:	   exploring	   religion	   as	   a	  ‘collective	   musical	   experience’	   (p.121)	   and	   Sylvan’s	   (2002)	   ‘entire	   meaning	  system’;	   as	  well	   as	  misguided	  notions	  of	   Satanism	  and	  Paganism	   in	  black	  metal	  (p.122	   -­‐125).	   Unfortunately	   Moberg	   seems	   to	   focus	   on	   the	   negative	   criticisms	  here,	  whilst	  his	  other	  publications	  explore	   the	  details	  of	  Christian	  beliefs	   in	  HM	  more	   acutely:	   ‘Turn	   or	   Burn?	  Approaching	   the	   peculiar	   case	   of	   Christian	  Metal’	  (p.49-­‐68)	  in	  Scott	  (2012a);	  and	  ‘The	  double	  controversy	  of	  Christian	  Metal’	  (p.66-­‐82)	   in	   Hjelm,	   Kahn-­‐Harris,	   and	   LeVine	   (2013).	   Other	   authors	   have	   reacted	  differently;	   for	   example,	   Kahn-­‐Harris	   (in	   Scott,	   2012a,	   p.39-­‐48)	   explores	   Jewish	  identity	  in	  HM,	  whilst	  LeVine	  (2008)	  discusses	  the	  place	  of	  HM	  in	  Islamic	  religion.	  	  More	   traditional	   musicological	   studies	   exist,	   exploring	   tonality	   (Harrell,	  1994),	   chord-­‐structuring	   specific	   to	   HM	   (Lilja,	   2004),	   harmony	   (Walser,	   1992),	  rhythm	   and	   meter	   (Berger,	   1997;	   Elflein	   [no	   date];	   and	   Pieslak,	   2007),	   and	  musical	   identity	   (Pieslak,	   2008).	   These	   works,	   along	   with	   the	   seminal	   texts	  discussed	  above,	  have	  created	  a	  vibrant	  area	  of	  research	  within	  metal	  studies.	  The	  broad	   platform	   upon	   which	   the	   ISMMS	   and	   Metal	   Music	   Studies	   stands	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demonstrates	   the	   variety	   of	   active	   research	   that	   surrounds	   HM	   music.	   Metal	  Studies	  also	  incorporates	  research	  that	  is	  extremely	  acute	  in	  focus:	  collecting	  HM	  (Jones,	  2011;)	  HM’s	  place	  in	  education	  (Ahlkvist,	  1999;	  and	  Poutiainen	  and	  Lilja,	  2012);	  international	  HM	  communities	  (Yin	  and	  Khuin,	  2008);	  HM’s	  repercussions	  on	   health,	   namely	   head	   and	   neck	   injuries	   (Egnor,	   Page	   and	   David,	   1991;	   and	  Patton	   and	  McIntosh,	   2008);	  HM	  marketing	   theories	   (Podoshen,	   Venkatesh	   and	  Jin,	  2014);	  record	  sales	  charts	  analysis	  (Harrison,	  2007);	  HM	  and	  Science	  Fiction	  (Taylor,	   2006);	   and	   even	   cookery	   (Phillipov,	   2014).	   The	   extensive	   and	   varied	  canon	   of	  work	   that	   currently	   exists	   is	   encouraging,	   supporting	   Brown’s	   (2011)	  criticisms	  of	  the	  works	  that	  started	  the	  musicological	  studies	  of	  HM	  music.	  Moving	   forward	   it	   will	   be	   important	   to	   embrace	   the	   socio-­‐cultural	  grounding	  that	  the	  metal	  studies	  movement	  has	  created.	  This	  grounding	  will	  help	  to	   understand	   the	   contextual	   appropriation	   of	   any	   socio-­‐cultural	   elements	   that	  may	  influence	  HM	  record	  production.	  	  	  
3.2 Heavy	  Metal	  Record	  Production	  The	  following	  section	  explores	  the	  current	   literature	  concerned	  specifically	  with	  the	  production	  of	  HM	  music	   and	   its	   sonic	   attributes.	  A	  number	  of	   key	   texts	   are	  identified	   presenting	   the	   current	   academic	   discussion	   surrounding	   HM	   record	  production.	  The	  intent	  of	  this	  section	  is	  to	  draw	  links	  between	  the	  socio-­‐cultural	  works	   discussed	  previously,	  whilst	   signposting	   the	   route	   through	   this	   research.	  The	  main	  focus	  of	   this	  section	  is	  to	  understand	  what	  HM	  production	  entails	  and	  what	  links	  recorded	  HM	  music	  with	  technology.	  To	  address	  the	  research	  question	  ‘how	   has	   the	   development	   of	   technology	   influenced	   recorded	   HM	   music?’	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technology	  that	  is	  explicitly	  linked	  to	  HM,	  and	  HM	  production,	  is	  explored	  and	  the	  challenges	   that	   HM	   production	   poses	   for	   engineers	   and	   record	   producers.	   The	  concept	   of	   expectations,	   as	   a	   result	   of	   technology,	   routed	   in	   the	   production	  process	  is	  considered	  and	  contextualised	  alongside	  the	  phenomena	  at	  the	  centre	  of	  this	  research.	  	  There	   is	   limited	   academic	   writing	   exclusively	   dealing	   with	   HM	   record	  production.	   Key	   themes	   in	   the	   literature	   that	   does	   exist	   include:	   guitar	   timbre	  (Berger	   and	   Fales,	   2005);	   artistic	   convention	   (Friesen	   and	   Epstein,	   1994);	   HM	  production	   techniques	   (Mynett,	   2012,	   2013;	   Mynett,	   Wakefield	   and	   Till,	   2010,	  2011);	   socially	   influenced	   production	   (Reyes,	   2008);	   empirical	   analysis	   of	   HM	  recordings	   (Turner,	   2009);	   and,	   the	   changing	   timbre	   of	   recorded	   HM	   music	  (Williams,	   2015).	   Discussion	   focusing	   on	   gender,	   politics,	   sociology,	   and	   youth	  culture	   directs	   the	   research	   detailing	   the	   genres	   social	   development	   (Arnett,	  1995;	   Jones,	   2011;	   Kahn-­‐Harris,	   2006;	   Walser,	   1993;	   and	   Weinstein,	   1991	   for	  instance)	   with	   production	   values	   and	   techniques	   often	   discussed	   in	   passing.	  When	   production	   is	   dealt	   with,	   we	   are	   often	   met	   with	   generalisations	   of	  overdriven	  guitars	  and	  extreme	  volume:	  
Heavy	  metal	  music	   is	  distinguishable	   from	  other	   forms	  of	   rock	  music	  by	   its	   reliance	  on	  heavily	  distorted	  electric-­‐guitar-­‐based-­‐minor	  key	  song	  structures	  and	  the	  absence	  of	  the	  use	  of	  keyboards.	  HM	  is	  extremely	  loud,	  relatively	  simplistic,	  and	  general	  associated	  with	  the	  alleged	  delinquent,	  or	  worse,	  behaviour	  of	  its	  fans.	  (Friesen	  and	  Epstein,	  1994,	  p.3)	  A	   critical	   note	   here	   would	   be	   that	   a	   number	   of	   Progressive	   HM	   bands	   employ	  keyboards	   (Between	   The	   Buried	   and	   Me,	   Dimmu	   Borgir,	   and	   Dream	   Theater,	  amongst	  many	  others),	  whilst	  a	  vast	  amount	  of	  HM,	  is	  far	  from	  simplistic.	  It	  feels	  that	   perhaps	   the	   authors	   are	   describing	   a	   genre	   of	   music	   more	   akin	   to	   Punk.	  However,	   it	  emphasises	   the	   issue	  of	  generalisation	  of	  HM	  attributes	   in	  scholarly	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research.	  The	  following	  section	  explores	  why	  the	  sonic	  aesthetics	  of	  recorded	  HM	  is	   important	   to	  contemporary	  musicology,	  as	  well	  as	   identifying	   the	  elements	  of	  HM	  production	  that	  are	  often	  cited	  as	  essential.	  By	  doing	  so,	  this	  section	  aims	  to	  form	  a	  comprehensive	  discourse	  that	  explores	  the	  sonic	  development	  of	  recorded	  HM	   and	   the	   current	   literature	   that	   has	   approached	   the	   subject.	   First,	   HM	   is	  explored	   as	   an	   example	   of	   genre	   specific	   production	  methods,	   highlighting	   the	  socio-­‐cultural	  themes	  that	  are	  often	  reflected	  in	  the	  sonic	  presentation.	  	  
3.2.1 Genre	  Specific	  Production	  Key	  authors	  of	  popular	  musicology	  have	  introduced	  the	  study	  of	  HM’s	  sound	  and	  timbre	   into	   journals	   and	   edited	   volumes;	   for	   example,	   Frith	   (1998)	   uses	   HM’s	  technicality	  to	  discuss	  the	  role	  of	  the	  critic	  and	  the	  mediation	  between	  musician	  and	   audience	   (p.64).	   However,	   the	   process	   of	   genre	   specific	   record	   production	  has	  only	  recently	  been	  recognised.	  Zagorski-­‐Thomas	  (2010b)	  writes:	  	  
Rock	   artists	   whose	   audience	   experienced	   them	   in	   large	   venues	   developed	   production	  techniques	  that	  were	  mimetic	  of	  that	  form	  of	  large-­‐scale	  space.	  (p.6).	  	  It	  is	  suggested	  that	  specific	  genres	  of	  music	  encompass	  very	  different	  production	  aesthetics	  according	  to	  their	  social	  consumption	  and	  playback	  devices.	  For	  rock,	  and	  more	  importantly,	  HM,	  the	  main	  consumers	  are	  likely	  to	  be	  driven	  by	  the	  live	  experience	  and	  the	  sound	  of	  a	  band	   in	  a	   large	  venue,	  with	  size	  becoming	  a	  very	  important	  consideration.	  The	  potential	   for	  HM	  production	  to	  be	  an	  exaggeration	  of	   this	   theory	   is	   also	   possible,	   with	   modern	   recorded	   HM	   purposely	   being	  presented	  as	  unrealistic.	  This	  concept	  is	  explored	  later	  in	  this	  chapter.	  Reye’s	  thesis	  Sound,	  Technology,	  and	  Interpretation	  in	  Subcultures	  of	  Heavy	  
Music	  Production	  (2000)	  presents	  the	  unique	  technological	  discourses	  of	  different	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genres	  of	  heavy	  music.	  Significant	  to	  this	  study,	  Reyes	  considers	  production	  from	  a	  subcultural	   context,	   signifying	   the	  potential	   scope	   for	  genre	  specific	   studies	  of	  record	   production	   in	   a	   ‘mass-­‐mediated	   culture’	   (p.iv).	   Reyes’	   study	   aims	   ‘to	  conceive	  a	  mode	  of	  thinking	  appropriate	  to	  understanding	  aesthetic	  judgment	  vis-­‐à-­‐vis	  the	  evolving	  life	  of	  sound	  in	  a	  technologized,	  mass-­‐mediated	  culture.’	  (p.iv).	  The	  thesis	  addresses	  the	  importance	  subculture	  has	  when	  determining	  the	  use	  of	  recording	   technology,	   most	   specifically	   in	   that	   of	   Punk	   music	   and	   the	   ‘raw’	  aesthetic	  that	  is	  often	  the	  focus	  of	  producing	  this	  genre.	  There	  are	  issues	  of	  power,	  issues	   of	   critical	   listening	   and	   authenticity	   and,	   most	   significantly,	   the	   act	   of	  making	  a	  deliberate	  aesthetical	  decision;	  is	  	  ‘modern,	  digital	  production	  a	  trick	  in	  itself?’	   (p.143).	   Now	   that	   digital	   production	   has	   influenced	   the	   sonic	   aesthetics	  that	   would	   have	   historically	   been	   achieved	   (analogue	   tape	   saturation,	   for	  instance),	  does	  technological	  development	  signify	  a	  change	  in	  agency	  and	  locus	  of	  control?	  	  	  	  Throughout	   his	   thesis	   Reyes	   studies	   different	   genres	   and	   subcultural	  movements	  but	  the	  HM	  focused	  chapter	  deals	  with	  issues	  of	  the	  occult	  in	  relation	  to	   the	   presentation	   of	   Black	   Metal,	   one	   of	   HM’s	   many	   subgenres.	  50	  Reyes’	   HM	  chapter	  does	  not	  seem	  to	  delve	  into	  the	  actual	  production	  methods	  as	  much	  as	  to	  suggest	   a	   cultural	   appropriation	   for	   the	   development	   of	   the	   subgenre’s	   overall	  sound.	  Whilst	   Reyes	   highlights	   the	   importance	   of	   study	   for	   aesthetic	   choices	   in	  production,	  this	  research	  aims	  to	  link	  the	  experience	  of	  technological	  choices	  that	  are	  made	  and	  determine	  why	  producers	  of	  HM	  music	  make	  these	  choices.	  Critical	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
50	  HM	  can	  be	  divided	  into	  a	  vast	  number	  of	  subgenres,	  with	  Black,	  Classic,	  Doom,	  New	  Wave,	  Metalcore,	  Speed,	  and	  Trash	  being	  some	  of	  the	  more	  commonly	  featured	  subgenres.	  The	  discussion	  surrounding	  the	  classification	  of	  these	  subgenres	  is	  often	  the	  subject	  of	  fan	  forums	  and	  online	  discussion,	  with	  websites	  such	  as	  http://mapofmetal.com/#/home	  providing	  extensive,	  and	  novel,	  presentations	  of	  HM’s	  many	  subgenres.	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to	  Reyes’	  thesis,	  and	  to	  the	  genre’s	  audience,	  HM	  is	  often	  intended	  to	  be	  powerful.	  This	  intention	  of	  power	  is	  something	  that	  becomes	  increasingly	  evident	  with	  HM	  artists,	   often	   with	   volume	   becoming	   the	   method	   of	   achieving	   this	   power.	   This	  volume,	   and	   relating	   intensity	   links	   to	   the	  metaphors	   of	   size	   and	   power	   and	   is	  part	   of	   the	   discourse	   of	   HM	   that	   Walser	   (1993)	   suggests	   to	   be	   empowering.	  Zagorski-­‐Thomas	  (2010b)	  constructs	  notions	  of	  size	  and	  power	  as	   ‘fundamental	  human	   metaphor[s]’	   (p.256),	   which	   is	   apparent	   in	   HM	   production	   aesthetics.	  Heavy	  is	  simply	  a	  signifier	  of	  extreme	  weight	  that	  is	  generally	  applied	  to	  objects	  of	  great	   size.	   Weinstein	   (2000)	   suggests	   that	   HM	   ‘can	   be	   felt,	   not	   only	  metaphorically,	   but	   literally,	   particularly	   in	   the	   listener’s	   chest’	   (p.25),	   implying	  power.	   Historically,	   for	   HM,	   these	   metaphors	   (power,	   weight	   and	   aggression)	  become	   extremely	   important	   towards	   understanding	   the	   genre’s	   production	  process.	  Size	  and	  power	  become	  fundamental	  in	  the	  literature	  explored	  below.	  	  The	  most	  prominent	  publications	  deal	  with	  production	  elements	  such	  as	  precision	   and	   often	   take	   empirical	   approaches	   that	   deconstruct	   the	   heavy	  metaphor	  of	  production.	  The	  concept	  of	  metaphor	  is	  crucial	  to	  music	  production;	  the	   description	   of	   audible	   phenomena	   as	   having	  weight	   solidifies	   this.	   Turner’s	  (2009,	  n.p)	  paper	  from	  the	  AoRP	  conference	  explores	  the	  nature	  of	  recorded	  HM	  music	   as	   ‘extreme	   music’,	   and	   how	   more	   extreme	   mixing	   techniques	   can	   be	  applied.	   	   To	   do	   so,	   Turner	   focuses	   on	   the	   work	   of	   prolific	   HM	   producer	   Andy	  Sneap	   (known	   for	   his	   work	   with	   36	   Crazyfists;	   Accept;	   Arch	   Enemy;	   Cradle	   of	  Filth;	   Killswitch	   Engage;	   Machine	   Head;	   Megadeth;	   Trivium;	   and	   many	   more).	  Turner	  approaches	  Sneap’s	  work	  by	  examining	  the	  multi-­‐track	  Pro	  Tools	  sessions	  of	   extreme	   metal	   band	   Cradle	   of	   Filth	   and	   detailing	   the	   exact	   processing	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techniques	   used.	   It	   is	   suggested	   that	   HM	   can	   be	   made	   subject	   to	   extreme	  application	  of	  certain	  production	  techniques:	  	  
The	   evidence	   from	   the	   multitrack	   points	   towards	   the	   notion	   that	   extreme	   music	   can	  tolerate	  extreme	  mixing	  methods.	  Sneap's	   liberal	  approach	  to	  sample	  augmentation	  also	  adds	  credence	  to	  this	  argument.	  However,	  the	  approach	  of	  moderation	  in	  equalisation	  to	  the	  guitars	  and	  bass	  highlights	  that	  Sneap	  does	  not	  ‘EQ	  for	  EQ's	  sake’.	  The	  application	  of	  extreme	   EQ	   in	   this	   instance	   is	   not	   an	   arbitrary	   process,	   but	   one	   based	   in	   a	   clear	  production	  methodology	  and	  an	  insightful	  musical	  rationale.	  (n.p,	  2009)	  It	  is	  interesting	  that	  Turner	  implies	  that	  HM	  is	  a	  tangible	  object	  that	  can	  ‘tolerate’	  extremity.	   Not	   only	   does	   this	   reinforce	   HM’s	   namesake	  weight,	   it	   suggests	   that	  perhaps	  other	  genres	  of	  music	  could	  not	  tolerate	  the	  same	  processes	  in	  the	  same	  way.	  Turner	   isolates	  HM	  music	  by	  drawing	  the	  same	  conclusion,	  albeit	  about	   its	  sonic	   aesthetic,	   that	   Walser	   (1993)	   and	   Sinclair	   (2011)	   draw	   about	   its	  confrontational	   nature.	   As	  well	   as	   providing	   a	   clear	   rationale	   for	   the	  workflow	  and	  mix	   techniques	  applied,	  albeit	  singularly,	  by	  HM	  mix	  engineers,	  Turner	  also	  suggests	  that:	  
It	   is	   hoped,	   ultimately,	   that	   these	   processes	   may	   yield	   a	   production	   methodology	   for	  extreme	  Metal,	   in	   addition	   to	   progressing	   the	   field	   of	   record	   production	   as	   a	   bone	   fide	  scholarly	  discipline.	  (n.p,	  2009)	  Turner’s	  thoughts	  can	  be	  supplemented	  by	  Izhaki	  (2013)	  who	  states:	  
We	   must	   not	   forget	   that,	   as	   with	   many	   other	   mixing	   tools,	   sometimes	   we	   are	   more	  interested	   in	   hearing	   the	   edge	   –	   subtlety	   and	   transparency	   is	   not	   always	   what	   we	   are	  after.	   For	   example,	   in	   genres	   such	   as	   death	  metal,	   equalizers	   are	   often	   used	   in	  what	   is	  considered	  a	  radical	  way,	  with	  very	  generous	  boosts.	  The	  equalizer’s	  artifacts	  are	  used	  to	  produce	  harshness,	  which	  works	  well	  in	  the	  context	  of	  the	  specific	  music.	  (p.	  231)	  It	  is	  clear	  from	  Turner	  and	  Ihzaki’s	  work	  that	  we	  should	  consider	  HM	  production	  as	   a	   unique	   phenomenon.	   Ihzaki’s	   ‘radical’	   presentation,	   via	   technology,	   is	  seemingly	   inherent	   in	   recorded	   HM,	   linking	   closely	   with	   the	   work	   of	   Walser	  (1993)	  and	  Sinclair	  (2011).	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Turner	   builds	   a	   framework	   that	   contains	   the	   following:	   an	   empirical	  presentation	  of	  how	  HM	  producers	  work	  to	  create	  the	  sounds	  contemporary	  HM	  artists	   strive	   for;	   the	   unique	   qualities	   of	   these	   specific	   technological	   processes	  that	   could	   not	   be	   used	   in	   other	   genres	   of	  music	   (at	   least	   not	   explicitly);	   and	   a	  deconstruction	  of	  extreme	  mixing	  techniques	  and	  whether	  they	  are	  applied	  as	  a	  conceived	  process	  that	  is	  part	  of	  the	  musical	  language	  of	  HM.	  Turner’s	  desire	  for	  a	  production	  methodology	   signifies	   the	   call	   for	   academic	   research	   in	   this	   specific	  area	  of	  metal	  studies	  and	  record	  production,	  as	  well	  as	  presenting	  genre	  specific	  production	  methods	  as	  a	  valuable	  research	  pathway	  for	  musicologists.	  Crucial	  to	  the	  study	  of	   recorded	  HM	  music	   is	   the	  concept	  of	  heaviness.	  This	   is	  explored	   in	  the	  following	  section,	  expanding	  on	  the	  metaphorical	  sonic	  properties	  above.	  	  
3.2.2 Heaviness	  and	  Beyond	  Berger	   and	   Fales’	   (2005)	   ‘Heaviness	   in	   the	   Perception	   of	   Heavy	   Metal	   Guitar	  Timbres:	   The	  Match	   of	   Perceptual	   and	  Acoustic	   Features	   over	   Time’	   presents	   a	  study	  of	  heaviness	  in	  timbre	  as	  the	  relationship	  between	  noise,	  or	  distortion,	  and	  acoustic	  events.	  The	  chapter	  considers	  the	  prominence	  of	  the	  electric	  guitar	  and	  the	  importance	  of	  timbre	  in	  HM	  providing	  a	  focused	  discussion	  of	  aural	  discourse.	  Overdrive	   and	   distortion	   effects	   create	   white	   noise	   and	   harmonic	   overtones,	  particularly	  with	  electric	  guitars,	  bass	  guitars	  and	  to	  some	  extent	  keyboards,	  and	  this	   is	   addressed	   in	   the	   psychoacoustic	   domain.	   In	   the	   same	   way	   that	   Turner	  (2009)	   discusses	   empirical	   audible	   technicalities,	   Berger	   and	   Fales	   provide	  precise	   deconstructions	   of	   specific	   harmonic	   values,	   the	   historical	   context	   of	  specific	  guitar	  timbres,	  and	  the	  audible	  effects	  of	  distortion	  that,	  in	  their	  opinion,	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provides	  HM	  with	  its	  ‘heaviness’	  (p.187).	  The	  aim	  of	  the	  authors	  is	  to	  construct	  a	  method	  for	  understanding	  timbre	  as	  an	  objective	  trait	  of	  a	  genre,	   in	  this	  case	  by	  presenting	   the	   empirical	   measurement	   of	   the	   audible	   qualities	   of	   heaviness,	  specifically	  related	  to	  guitar	  timbre,	  and	  discussing	  this	  in	  relation	  to	  sociological	  perceptions	  of	  HM.	  It	  is	  stated:	  
The	  puzzle,	  in	  other	  words,	  is	  this:	  metalheads	  affirm	  that	  they	  hear	  a	  quality	  X,	  heaviness,	  that	   defines	   the	   genre	   that	   contains	   it,	   a	   genre	   that	  must	   demonstrate	   greater	   X	   –	   that	  must	  increase	  in	  Xness	  –	  over	  time.	  If	  X	  were	  ‘brightness’	  (presumably	  a	  timbral	  quality),	  then	   over	   time	   the	   music’s	   timbre	   would	   become	   brighter;	   if	   X	   were	   ‘syncopation’	  (presumably	  a	  rhythmic	  quality),	  then	  over	  time	  the	  music’s	  rhythm	  would	  become	  more	  syncopated	  (p.193)	  The	   central	   theme	   here	   is	   that	   heaviness,	   an	   audible	   phenomenon,	   is	   defined	  comparatively	   by	   listeners	   and	   is	   an	   example	   of	   how	   audible	   phenomena	   are	  ‘historically	  emergent	  within	  specific	  music	  cultures’	  (p.197).	  	  For	   this	   study	   it	   is	   suggested	   that	   audible	   phenomena	   are	   socially,	  culturally,	   and	   technologically	   formed.	   If	  we	   take	  Berger	   and	  Fales’	  puzzle	   from	  above	  and	  apply	  this	  to	  the	  technological	  experience	  of	  producing	  HM	  music,	  what	  is	   X?	   If	   producers	   of	   HM	   hear	   a	   quality	   X,	   heaviness,	   are	   they	   then	   looking	   to	  demonstrate	  greater	  X	   through	   the	  use	  of	   technology?	  Likewise,	   if	  we	  study	   the	  development	  of	  technology	  used	  within	  HM	  music	  production,	  what	  is	  X?	  What	  is	  the	   quality	   that	   producers	   look	   for	   when	   considering	   technology	   that	   defines	  heaviness	   or	   the	   process	   by	  which	   this	   audible	   phenomena	   is	   achieved?	  Whilst	  Berger	   and	   Fales’	   chapter	   is	   not	   strictly	   a	   discussion	   of	   production	  methods	   it	  presents	   a	   relationship	   between	   the	   audible	   and	   the	   socio-­‐cultural	   issues	   that	  potentially	   influence	   HM	   producers.	   This	   view	   contradicts	   the	   work	   of	   Friesen	  and	   Epstein	   (1994)	   suggesting	   the	   HM	   is	   potentially	   defined	   by	   the	   increasing	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development	  of	  its	  aesthetical	  conventions,	  its	  ‘Xness’.	  	  It	  also	  suggests	  a	  practice	  of	  consumer	  led	  audible	  trends	  in	  musical	  subcultures.	  	  	  Similarly,	   Williams	   (2015)	   explores	   HM	   in	   the	   psychoacoustic	   domain;	  deconstructing	  the	  timbre	  of	  HM	  mixes	  and	  the	  individual	  elements	  that	  make	  up	  the	   highlighted	   timbres.	   William’s	   uses	   an	   empirical	   approach	   to	   develop	   a	  psychoacoustic	   framework	   for	   understanding	   the	   timbral	   trends	   in	   HM	  production.	   The	   conclusions	   made	   suggest	   that	   current	   metal	   productions	   are	  ‘identifiable	  by	  their	  acoustic	  fingerprints’	  (p.63),	  namely:	  bass	  guitar	  distortion;	  brightness	  and	  heaviness	  of	  guitar	  timbres;	  and	  kick-­‐drum	  sampling.	  	  It	  supports	  a	   view	   that	   HM	   production	   methods	   have	   become	   homogenised.	   The	   aim	   for	  Williams	   is	   to	   create	  a	   set	  of	   tools	   for	   researchers,	  namely	  musicologists,	   to	   aid	  with	   the	   timbral	  analysis	  of	  production	  style.	  This	   research	  could	  potentially	  be	  valuable	   to	   the	   record	   industry,	   providing	   quick	   A/B	   analyses	   of	   different	  productions,	  although	  it	  also	  suggests	  further	  homogeny,	  encouraging	  production	  styles	  to	  converge	  into	  a	  production	  methodology.	  51	  Williams	  (2015)	  also	  suggests	  that	  HM	  fans	  are	  often	  ‘critically	  invested	  in	  the	  production	  value[s]	   of	   new	   releases’	   (p.40).	  Because	  of	   this	   investment	   it	   is	  not	   uncommon	   to	   hear	   statements	   like	   ‘the	   next	   album	   will	   be	   heavier’	   in	  discussions	  of	  different	  release	  or	  on	  online	  forums.	  This	  is	  also	  commonplace	  in	  interviews	  with	  HM	  bands.	  Metallica	  for	  example,	  in	  an	  interview	  for	  Rolling	  Stone	  magazine,	   claimed	   that	   their	   follow	   up	   to	  Death	  Magnetic	   would	   be	   ‘a	   heavier	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
51	  Record	  producers,	  as	  well	  as	  amateurs,	  will	  often	  compare	  their	  mixes	  to	  mixes	  that	  are	  already	  established	  as	  successful	  productions.	  Whilst	  the	  intent	  is	  not	  to	  replicate	  the	  successful	  mix,	  knowing	  when	  a	  production	  is	  meeting	  a	  standard	  can	  be	  helpful.	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version	  of	  what	  we	  were	  doing	  in	  the	  early	  90s’.52	  Black	  Sabbath	  state	  in	  a	  video	  released	  via	  their	  YouTube	  channel	  on	  13/02/2013	  (the	  40th	  anniversary	  of	  their	  debut	   album),	   that	   their	   latest	   release	   is	   ‘a	   legacy	   to	   live	   up	   to’,	  53	  implying	   an	  inherent	   pressure	   for	   bands	   to	   push	   for	  more	   extreme	   levels	   of	   heaviness	   as	   a	  signifier	   of	   improvement.	   This	   release	   is	   detailed	   in	   the	   discussion	   later	   in	   this	  thesis	  in	  the	  interview	  with	  engineer	  Mike	  Exeter.	  This	  concept	  could	  potentially	  be	   linked	  subconsciously	   to	   the	   idea	  of	  power	  within	  heaviness,	   the	  heavier	   the	  better,	   as	   it	   were.	   Coincidentally	   bands	   of	   the	   genre	   that	   release	   material	   that	  plays	  down	  heaviness	  (a	  notable	  recent	  example	  would	  be	  British	  band	  Architects	  with	   their	   2011	   release	   The	   Here	   and	   Now,	   which	   was	   received	   with	   critical	  uproar	   from	   fans)	   are	   accused	   of	   selling	   out.	  54	  It	   would	   seem	   that	   there	   is	   a	  constant	  struggle	  for	  HM	  bands	  to	  prove	  their	  worth,	  something	  again	  that	  can	  be	  associated	  with	  Berger	  and	  Fales’	   (2005)	  work	  on	   the	   link	  between	   the	  audible	  and	  sociocultural.	  Mark	  Mynett,	   a	   successful	  HM	  producer	   in	   his	   own	   right,	   researches	   the	  process	   of	   recording	   and	   mixing	   HM	   music.	  55	  His	   production	   credits	   include:	  Godsized;	  Kill	  2	  This;	  and	  Paradise	  Lost.	  Mynett	  has	  published	  a	  number	  of	  works	  (2012;	   2013)	   that	   have	   explored	   the	   detail	   and	   precision	   that	   is	   present	   in	   the	  production	   of	   HM	   music,	   as	   well	   as	   the	   concept	   of	   heaviness	   in	   music;	  collaborating	  with	  other	  authors	   to	  expand	  research	   that	  details	  mixing	   the	  HM	  genre	   (Mynett	   and	   Wakefield,	   2009;	   Mynett,	   Wakefield	   and	   Till,	   2010,	   2011).	  There	  are	  a	  number	  of	  central	  concepts	  to	  Mynett’s	  work	  that	  are	  explored	  below,	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
52	  www.metalhammer.co.uk/top-­‐posts/metallica-­‐new-­‐album-­‐is-­‐a-­‐heavier-­‐black-­‐album/	  [online]	  accessed	  23/04/2013	  
53	  http://www.youtube.com/watch?v=3GLqS7yjyMw&feature=youtu.be	  [online]	  accessed	  13/02/2013	  
54	  An	  Amazon.co.uk	  customer	  review	  claimed,	  “These	  songs	  seriously	  lack	  the	  aggression,	  passion	  and	  intensity	  of	  previous”.	  	  55	  http://www.mynetaur.com/	  [online]	  accessed	  09/09/2015	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including:	  heaviness;	  intelligibility;	  masking;	  and	  replicated	  ferocity.	  The	  notion	  of	  heaviness	   in	   music	   can	   be	   linked	   to	   what	   Mynett	   (2012)	   describes	   as	   ‘sonic	  weight’	  (p.1),	  an	  example	  of	  metaphoric	  discourse	  in	  HM	  production.	  Many	  sonic	  attributes	   contribute	   to	   this	   idea	  of	   sonic	  weight	   and	   it	   is	  partly	   the	  purpose	  of	  this	   research	   to	   explore	   the	  ways	   in	   which	   recording	   engineers	   and	   producers	  approach	   size	   and	   power,	   or	   heaviness,	   with	   regards	   to	   technology.	   Weinstein	  (2000)	   describes	   how	   the	   rhythm	   section	   plays	   a	   specific	   role	   in	   creating	  heaviness:	  	  
The	   distinctive	   bottom	   sound	   provided	   by	   the	   bass	   drum	   is	   greatly	   enhanced	   by	   the	  electronic	  bass	  guitar,	  which	  performs	  a	  more	  important	  role	  in	  heavy	  metal	  than	  in	  any	  other	   genre	   of	   rock	   music.	   Mainly	   used	   as	   a	   rhythm	   instrument,	   the	   bass	   produces	   a	  heavily	   amplified	   sound.	   Its	   contribution	   to	   the	   instrumental	  mix	   is	  what	  makes	   heavy	  metal	  ‘heavy’.	  (p.24)	  Mynett	   (2012)	   centres	   his	   argument	   on	   the	   notion	   of	   heaviness	   and	   how	   these	  different	  sonic	  elements	  work	  together	  to	  create	  this	  concept	  whilst	  dealing	  with	  the	  problem	  of	  presenting	  each	  element	  of	   the	  mix	   in	  an	   ‘intelligible’	  way	   (p.6).	  This	  suggests	  that	  there	  is	  an	  issue	  with	  agency	  in	  the	  production	  process	  of	  HM.	  	  Mynett	  further	  presents	  this	  tension	  in	  the	  concluding	  chapter	  of	  his	  thesis	  
Contemporary	  Metal	  Music	  Production	  (2013).	  HM	  production’s	  	  (Mynett	  calls	  this	  contemporary	  metal	  music)	  ‘heaviness’	  is	  defined	  thus:	  
CMM’s	  defining	  and	  essential	  feature	  of	  ‘heaviness’	  is	  primarily	  substantiated	  through	  its	  displays	  of	  distortion	  and,	  regardless	  of	  the	  listening	  levels	  involved,	  the	  fundamentals	  of	  this	   identity	  are	   inherently	   linked	   to	  volume,	  power,	  energy,	   intensity,	  emotionality	  and	  aggression.	  (p.104)	  The	   issue	  with	  agency,	  whilst	  not	   explicitly	  part	  of	  Mynett’s	  discourse,	   is	   subtly	  suggested	   here.	   If	   HM	   production	   is	   concerned	   with	   the	   defining	   features	  suggested	   here,	   does	   the	   production	   process	   fall	   victim	   to	   following	   a	   certain	  methodology?	  Agency	  would	  seem	  to	   lie	  with	   the	  production	  aesthetics	   that	  are	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summarised	  by	  Mynett,	  negating	  how	  the	  producer	  or,	   to	  a	  certain	  extent,	  artist	  would	   proceed	   through	   the	   production	   process.	   Of	   course	   this	   kind	   of	   HM	   by	  numbers	  approach	  can’t	  strictly	  be	  proven	  without	  quantifying	  every	  HM	  release.	  What	   is	   interesting	   however,	   is	   the	   pressure	   and	   expectations	   that	   this	   agency	  issue	   creates.	   One	   of	   the	   central	   themes	   for	   this	   research	   is	   how	   technology	  influences	   these	   ‘defining’	   features	   and	  whether	   the	  development	   of	   technology	  has	  been	  beneficiary	  to	  these	  features.	  	  Mynett’s	  thesis	  also	  explores	  the	  importance	  of	  distortion	  as	  a	  key	  element	  of	  HM’s	  power	  and	  sound,	  and	   further	   links	  heaviness	  and	  the	  sonic	  qualities	  of	  HM:	  
Heaviness	  is	  primarily	  substantiated	  through	  displays	  of	  distortion,	  and,	  regardless	  of	  the	  listening	   levels	   involved,	   the	   fundamentals	   of	   this	   identity	   are	   ecologically	   linked	   to	  volume,	  power,	  energy,	  intensity,	  emotionality	  and	  aggression.	  (p.6)	  His	  discussion	  builds	  an	  accurate	   construction	  of	   the	  way	   in	  which	  modern	  HM	  music	  is	  produced,	  as	  well	  as	  using	  his	  own	  production	  credit	  discography	  and	  the	  views	   of	   contemporary	   producers	   to	   expand	   his	   discussion,	   helping	   to	  comprehend	   the	   very	   precise	   processing	   requirements	   that	   the	   genre	   now	  commands.	  As	   further	   commentary	   of	  HM	  production	   aesthetics,	  Mynett	   (2013,	  p.104-­‐111)	  presents	  the	   following	  elements	  of	  production	  as	  additional	  defining	  factors:	  
• Low	  frequencies	  are	  presented	  as	  ‘powerful	  entities’;	  	  
• HM	   performances	   ‘focus	   on	   ensemble	   synchronisation’,	   the	   way	   in	   which	   the	  band	  play	   together	  and	   the	   level	  at	  which	  performances	  are	   rehearsed	  as	   to	  be	  precise.	  This	  is	  seen	  to	  be	  powerful	  when	  successfully	  reproduced;	  
• Drums	  must	  ‘retain	  depth,	  sonic	  weight	  and	  intelligibility’	  when	  situated	  within	  a	  mix	   occupied	   by	   distorted	   guitars,	   they	   also	   exhibit	   limited	   dynamic	   range,	  whether	  this	  is	  augmented	  by	  samples	  or	  dynamics	  processing;	  
• Spatially,	   HM	   is	   presented	   to	   be	   ‘close	   to	   the	   listener’,	   with	   the	   recording	  personnel	  retaining	  control	  over	  the	  ambience	  of	  the	  recordings;	  
• Modern	   production	   ethos	   suggests	   ‘creating	   an	   experience’	   rather	   than	  ‘documenting	   a	   performance’.	   This	   may	   be	   due	   to	   an	   increased	   awareness	   of	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accuracy	   in	   performance,	   possibly	   a	   result	   of	   virtuosity,	   or	   as	   a	   sonic	  requirement;	  and	  
• Bass	  and	  Guitar	  timbres	  use	   ‘radical	  harmonic	  distortion’	  and	   layering	  to	  create	  heaviness.	   Vocal	   performances	   exist	   less	   ‘foregrounded’	   than	   other	   typical	  mix	  approaches	   and	   are	   ‘presented	   in	   a	  way	   that	   appears	   not	   to	   be	   technologically	  mediated’.	  	  	  Key	  to	  Mynett’s	  work	  is	  the	  ‘radical’	  (2013,	  p.106)	  way	  in	  which	  HM	  is	  produced.	  By	   radical,	   Mynett	   alludes	   to	   a	  more	   extreme	   approach,	   less	   conservative	   than	  may	  be	  used	  to	  produce	  other	  styles	  of	  music;	  which	  is	  similar	  to	  the	  conclusions	  made	  by	  Turner	  (2009).	  As	  a	  generalisation,	  the	  same,	  rather	  precise	  and	  extreme	  dynamic	   processing	   of	   percussive	   elements	   in	   a	  HM	  mix	  would	   be	   contextually	  inappropriate	   for	   the	   percussive	   elements	   of	   recorded	   folk	   music.	   Williams	  (2015)	   suggests	   that	   this	   type	   of	   processing,	   including	   sound	   replacement	   and	  reinforcement	  (Mynett,	  2013,	  p.105)	  is	  not	  exclusive	  to	  HM:	  
It	   is	   fair	   to	   say	   that	   these	   techniques	   are	   hardly	   exclusive	   to	   the	   world	   of	   metal	  production,	   in	   fact	   sample	   replacement	   and	   layering	   are	   common	   across	   many	   other	  genres,	  including	  pop,	  rock	  and	  some	  types	  of	  dance	  music.	  However,	  these	  genres	  tend	  to	  use	   such	   processes	   solely	   for	   sonic	   adjustment,	   rather	   than	   for	   the	   additional	  performance	  enhancements	   that	   they	  also	  afford	  metal	  drum	  productions.	  As	   such,	   it	   is	  true	  that	  virtuosic	  drum	  performances	  can	  often	  define	  metal	  releases,	  (p.44)	  Williams’	   view	   correlates	   with	   the	   way	   in	   which	   HM	   subculture	   reveres	   the	  technicality	  of	  the	  music	  (Piezlak,	  2007).	  	  Mynett	   (2013)	   also	   questions	   the	   authenticity	   (p.111)	   of	   HM	  music	   and	  whether	   or	   not	   the	   production	   processes	   he	   defines	   are	   a	   measure	   of	   HM’s	  authenticity.	   The	   themes	   highlighted	   by	  Reyes	   (2008),	   heavy	  music	   as	   ‘art’	   and	  the	   philosophical	   notions	   these	   insight,	   can	   be	   linked	   to	   Mynett’s	   concept	   of	  intelligibility	  and	  how	  modern	  HM	  music	  must	  present	  instrumentation	  in	  a	  way	  in	   which	   the	   audience	   can	   understand;	   comprehend	   and	   react	   to,	   or	   with.	   The	  processes	   defined	   by	   Mynett	   above,	   would	   suggest	   that,	   due	   to	   the	   noticeable	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augmentation	  and	  enhancement	  of	  performances,	  recorded	  HM	  music	  is	  no	  longer	  truly	  authentic,	  or	  real.	  This	  becomes	  an	  ethical	  consideration,	  whether	  or	  not	  HM	  was	  intended	  to	  sound	  real	  in	  the	  first	  place.	  It	  could	  be	  suggested	  that	  the	  artists	  who	  have	  recorded	  HM,	  even	  in	  the	  early	  1970s,	  intend	  their	  music	  to	  be	  unreal,	  therefore	   negating	   any	   discussion	   of	   sonic	   authenticity	   as	   valid	   within	   Metal	  Studies.	  The	  themes	  that	  occupy	  HM	  musicology:	  bombast,	  the	  supernatural,	  and	  altered	   realities	   can	   only	   be	   seen	   to	   reinforce	   the	   way	   in	   which	   HM	   music	  presents	  itself	  and	  in	  turn	  how	  recording	  personnel	  choose	  to	  present	  it.	  	  	  	  Mynett’s	  comments	  on	  heaviness	  and	  authenticity	  can	  be	  linked	  to	  Reyes’	  (2008)	   juxtaposition,	   or	   reverse	   engineering	  of	  heaviness	   in	  music,	  with	   that	   of	  ‘light	  music’	  (p.3):	  
In	   the	  most	   basic	   sense,	   compared	   to	   light	  music,	   heavy	  music	   is	  music	   that	   is	   hard	   to	  ignore	   and	   harder	   to	   actually	   listen	   to.	   Extreme	   volume,	   bass,	   and	   percussion,	   not	   to	  mention	   the	   impertinent	   screaming	   which	   so	   often	   accompanies	   these	   elements,	   are	  simply	  good	  ways	  to	  ensure	  that	  the	  music	  stands	  out.	  (p.3)	  Again,	  extreme	  volume	  is	  the	  first	  key	  feature	  highlighted	  by	  Reyes.	  This	  depiction	  of	  light	  versus	  heavy	  is	  attributed	  to	  the	  fact	  that	  light	  music	  cannot	  be	  ‘art’	  (p.4).	  Similarities	   are	   drawn	   between	   heaviness	   and	   the	   ‘avant-­‐garde’	   (p.4)	   due	   to	  instrumentation,	   performance	   styles,	   and	   the	   subject	   matter	   of	   the	   music	   that	  ‘deals	  directly	  with	  matter	  that	  light	  music	  does	  not’	  (p.4).	  For	  Reyes	  it	  seems	  that	  heaviness	   is	   justified	  by	   the	   emotional	   response	  of	   those	  who	   listen	   to	   it,	   those	  who	  react	  to	  it.	  This	  could	  suggest	  that	  although	  heaviness,	  as	  a	  musical	  concept,	  can	  be	  understood	  as	  a	  set	  of	  musical	  and	  sonic	  attributes	  (Mynett,	  2013)	  and	  as	  an	   art	   form	   (Reyes,	   2008),	   is	   more	   existential	   in	   nature.	   It	   can	   certainly	   be	  quantified	   but	   it	   is	   measured	   in	   the	   way	   in	   which	   people	   make	   sense	   of	   its	  meaning.	  Reyes’	  discussion	  also	  solidifies	  heaviness	  as	  a	  tangible	  phenomenon.	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Mynett	   (2012,	  2013)	   and	  Turner	   (2009)	   focus	   their	   respective	  works	  on	  the	   precision	   application	   of	   specific	   techniques	   that,	   they	   suggest,	   create	   the	  sound	  of	  HM,	  as	  it	   is	  realised	  in	  the	  twenty	  first	  century.	  Both	  authors	  recognise	  the	   sonic	   elements	   that	   are	  prominent	   in	   the	   construction	  of	  HM	   (this	   could	  be	  both	  culturally	  as	  well	  as	  aesthetically):	  the	  electric	  guitar	  sound,	  the	  importance	  of	  the	  kick	  drum;	  and,	  the	  aural	  perspective	  of	  the	  bass	  guitar.	  Turner	  focuses	  on	  the	  equalisation	  and	  dynamic	  processes	  that	  form	  the	  aural	  discourse	  of	  selected	  examples	  of	   contemporary	  HM.	  Both	  arguments	  highlight	   the	  extreme	  nature	  of	  the	  production	  process	  when	  recording	  and	  mixing	  HM,	  which	  musicologists	  from	  a	  more	   traditional	   approach	  mirror	   in	   their	   discussion	   of	   sonic	   qualities	   of	   the	  genre.	  For	  example,	  Shuker	  (2005)	  attempts	  to	  define	  HM	  thus:	  
The	  music	   parameters	   of	   [HM]	   as	   a	   genre	   cannot	   be	   comfortably	   reduced	   to	   formulaic	  terms.	   It	   is	   usually	   louder,	   harder,	   and	   faster-­‐paced	   than	   conventional	   rock	  music,	   and	  remains	  predominantly	  guitar-­‐orientated.	  (p.132-­‐133)	  For	  Shuker,	  HM	  does	  not	  deal	  in	  subtleties.	  His	  definition	  parallels	  the	  sentiments	  of	  Mynett	  and	  Turner,	  albeit	  a	  fairly	  broad	  interpretation	  of	  the	  sonic	  aesthetics	  of	  the	   genre.	   Shuker’s	   definition	   does	   support	   Mynett’s	   (2013)	   constructions	   of	  heaviness	  and	  timbre,	  but	  the	  concise	  nature	  of	  Shuker’s	  entry	  for	  HM,	  does	  not	  attend	   to	   the	   production	   aesthetics,	   simply	   the	   musical	   attributes,	   subgenre	  fragmentation,	  and	  research	  outputs	  (albeit	  limited).	  The	  work	  of	  Mynett	  (2013)	  and	   Turner	   (2009)	   does	   suggest,	   however,	   that	   there	   are	   now	   formulaic	  undercurrents	  in	  the	  production	  of	  recorded	  HM	  music.	  	  The	  nature	  of	  both	  Mynett	  and	  Turner’s	  research	  leaves	  further	  questions	  for	  the	  academic	  study	  of	  record	  production,	  particularly	  concerned	  with	  HM.	  Can	  the	  production	  process,	  which	  is	  technological	  in	  foundation,	  be	  linked	  to	  a	  more	  experiential,	   human	   cognitive	   process?	   This	   question	   has	   been	   approached	   in	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terms	  of	  virtual	  performance	  spaces	  by:	  Dockwray	  and	  Moore	  (2010);	  Moore	  and	  Dockwray	   (2008);	   and	   Zagorski-­‐Thomas	   (2007	   and	   2010).	   However,	   limited	  research	   attends	   to	   how	   technology	   links	   with	   the	   experience	   of	   recording	   for	  record	   producers.	   The	   issues	   that	   Mynett	   and	   Turner	   highlight	   are	   aesthetical	  constructions	   and	   this	   study	   aims	   to	   understand	   these	   constructions	   through	  record	  producer’s	  experiences	  of	  recording	  studio	  technology,	  and	  how	  influential	  this	  technology	  is	  over	  the	  sound	  of	  recorded	  HM.	  The	   current	   literature	   that	   exists	   and	   explores	   HM	   production	   has	   been	  discussed	  above.	  It	  is	  clear	  that	  there	  is	  still	  a	  great	  deal	  to	  understand	  about	  the	  production	  process	  as	  a	  cognitive	  process,	  as	  well	  as	  an	  appropriation	  of	  Mynett’s	  intelligibility.	  Working	  between	   the	  approaches	  discussed	  above	  will	  potentially	  herald	  further	  understanding	  of	  the	  role	  of	  technology	  in	  the	  production	  HM	  and	  whether	  or	  not	  this	  has	  developed	  over	  time.	  As	  per	  the	  discussion	  of	  Friesen	  and	  Epstein	  (1994)	  it	  is	  clear	  that	  there	  are	  significant	  musical	  elements	  of	  the	  genre	  that	  will	   ultimately	   affect	   the	   production	   process.	   These	   elements	   are	   explored	  below.	  	  
3.2.3 The	  Electric	  Guitar	  The	  technological	  evolution	  of	  guitar	  sound	  and	  how	  it	  relates	  to	  the	  production,	  as	   well	   as	   the	   overall	   sound,	   of	   HM,	   although	   discussed	   in	   terms	   of	   distortion,	  musical	   performance	   and	   the	   relative	   emotional	   responses	   this	   evokes,	   has	   not	  been	   fully	  addressed	   in	   the	   current	   literature.	   	  The	  prominence	  of	  marketing	   in	  magazines	   like	  Guitar	  World	   and	  Guitar	  Techniques,	   both	   in	   terms	   of	   hardware	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and	   software,56	  with	   HM	   artists	   endorsing	   particular	   companies,	   signifies	   the	  relationships	  that	  HM	  has	  with	  developing	  the	  technological	  boundaries	  of	  guitar	  amplifiers	  and	  their	  sound.	  	  It	   begins	   with	   the	   electric	   blues	   of	   the	   1960s,	   perhaps	   more	   accurately	  with	  Eric	  Clapton.	  There	   is	   an	   anecdote	   (Cope	  2010	  p.17)	   that	  whilst	   recording	  with	  The	  Bluesbreakers	   in	  1965,	  Clapton	  refused,	  as	  was	   the	   fashion,	   to	  plug	  his	  guitar	  straight	  into	  the	  mixing	  desk	  of	  Decca	  Studios	  in	  London,	  as	  he	  favoured	  the	  sound	   of	   his	   Marshall	   JTM45	   Amplifier	   and	   matching	   cabinets	   being	   mic’d	   up.	  Marshall	   would	   later	   rename	   the	   JTM45	   the	   ‘Bluesbreaker’	   as	   a	   tribute	   to	   the	  impact	   Clapton’s	   guitar	   sound	   had	   on	   rock	   guitarists. 57 	  Importantly,	   valve	  amplifiers	  of	  this	  era	  lacked	  master	  volume	  controls,	  meaning	  that	  to	  achieve	  the	  warmth	   and	   valve	   distortion	   favoured	   by	   Clapton	   and	   Jimi	   Hendrix	   alike,	   they	  would	   often	   be	   played	   at	   high	   volume.	   This	  method	   gave	   the	   power	   and	   sonic	  weight	  required	  by	  guitarists	  to	  achieve	  a	  distorted	  tone,	  further	  exaggerated	  by	  early	   fuzz	   and	   distortion	   pedals	   (Tone	   Benders	   by	   Fender	   and	   JMI	   etc.).	   Some	  guitarists,	   The	   Kinks’	   Dave	   Davies	   most	   notably,	   would	   purposely	   slash	   the	  speaker	  cones	  of	  their	  cabinets.	  An	  even	  earlier	  example	  of	  distorted	  guitar	  sound	  can	   be	   found	   on	   Link	  Wray	   and	   His	   Ray	   Men’s	   Rumble	   from	   1958.	   The	   guitar	  sound	  heard	  throughout	  Rumble	  was	  Link	  Wray’s	  attempt	  to	  emulate	  the	  sound	  of	  his	  amplifiers	  played	  live,	  loud,	  in	  the	  studio.	  To	  do	  so	  he	  pushed	  a	  pencil	  through	  the	  speaker	  cones	  connected	  to	  his	  amplifier.	  Hicks	  (2000)	  writes:	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
56	  Hardware	  describes	  analogue	  amplifiers	  (Marshall	  DSL100	  or	  Peavey	  5150	  for	  example)	  whereas	  software	  describes	  amplifier	  emulation	  software	  produced	  by	  companies	  like	  IK	  Multimedia	  and	  Line6.	  	  57	  http://marshallamps.com/products/amplifiers/vintage-­‐re-­‐issues/1962-­‐bluesbreaker/	  [online]	  accessed	  04/06/2015	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According	  to	  rock	  lore,	  [Wray]	  damaged	  the	  speaker	  specifically	  so	  that	  the	  guitar	  sound	  would	   better	   represent	   the	   aggressive	   sound	   of	   a	   gang	   brawl	   –	   a	   ‘rumble’.	   (The	   truth,	  however,	   is	   probably	   that	   the	   damage	   came	   first	   and	   the	   record’s	   title	   ‘Rumble’,	   came	  later.	  (p.17)	  Poss	   (1998)	   describes	   an	   electric	   guitar	   tone	   that	   lacks	   distortion	   as	   ‘a	  lifeless,	   one-­‐dimensional	   sound’	   and	   suggests	   ‘when	   unplugged,	   the	   solid-­‐body	  electric	  [guitar]	  is	  an	  instrument	  virtually	  without	  a	  voice’	  (p.45).	  Williams	  (2015)	  goes	  as	   far	   as	   to	   link	   the	  musical	   content	   to	   the	   timbral	  qualities	  of	   the	  electric	  guitar	  in	  HM:	  
It	   could	   be	   argued	   that	   the	   distorted	   tones	   favoured	   by	  metal	   guitarists	   have,	   to	   some	  extent,	   also	   shaped	   the	   musical	   content	   of	   metal	   insofar	   as	   the	   additional	   harmonics	  created	  by	   the	  distortion	  effects	   tend	   to	  cause	   timbral	   ‘mud’	   if	   third	  notes	  are	   included;	  hence	  most	  metal	  riffs	  are	  based	  on	  the	  ubiquitous	  ‘power	  chord’,	  a	  chord	  with	  no	  major	  or	  minor	  thirds,	  comprised	  instead	  of	  a	  root	  note,	  fifth	  and	  octave.	  (p.50)	  The	   electric	   guitar	   is	   not	   only	   crucial	   to	   HM	   sound	   but	   is	   also	   an	   iconic	   image	  (Bourdage,	   2007,	   p.53)	   associated	   with	   the	   genre,	   and	   a	   sonic	   element	   that	   is	  critical	  in	  the	  limited	  academic	  work	  on	  production.	  Both	  Led	  Zeppelin	  and	  Black	  Sabbath	   took	   the	   guitar	   sound	   of	   the	   electric	   blues	   and	   pushed	   this	   to	   higher	  levels	  of	  ferocity	  with	  the	  opening	  tracks	  on	  their	  respective	  debut	  albums.	  Jimmy	  Page’s	  guitar	  on	  opening	  track	  ‘Good	  Times,	  Bad	  Times’	  (Led	  Zeppelin	  I,	  1969)	  sets	  the	  tone	  for	  the	  album	  as	  well	  as	  using	  the	  now	  distinct	  sound	  of	  valve	  amps	  and	  a	  humbucking	  guitar;	   similar	   to	  Tony	   Iommi’s	  double	   tracked	  power	   chords	   from	  the	  opening	  track	  of	  1970’s	  Black	  Sabbath.	  The	  sustained	  and	  fuzz	  laden	  guitars	  of	  each	  track	  establish	  the	  power	  and	  weight	  that	  is	  still	  employed	  by	  contemporary	  HM	   musicians,	   whether	   this	   was	   Page	   or	   Iommi’s	   intention	   at	   the	   time	   of	  recording	  is	  yet	  to	  be	  discovered.	  	  Iommi’s	   guitars	   are	   commonly	   double	   tracked	   throughout	   most	   of	  Sabbath’s	   discography.	   As	   a	   production	   technique,	   this	   instantly	   increases	   the	  power	  and	  weight	  of	   the	   instrument	  and	   its	  presence	  and	  placement	  within	   the	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mix.	   It	  must	  be	  pointed	  out	   that	  although	  recorded	  mostly	   live,	  Sabbath’s	  debut	  does	  have	  clearly	  overdubbed	  guitars	  (the	  opening	  of	  ‘The	  Wizard’	  0:20-­‐0:40	  for	  example),	   which	   is	   now	   somewhat	   standard	   practise	   when	   recording	   guitar	  driven	   bands.	   Conversations	   held	  with	   the	   producer	   of	   this	   record,	   Tom	  Allom,	  later	   in	   this	   thesis,	   confirms	   that	   double	   tracking	  was	   an	   important	   part	   of	   the	  tracking	  process.	  When	  recording	  Black	  Sabbath	  the	  owner	  of	  the	  Regent	  Sounds,	  the	   studio	  Allom	  worked	   in,	   hired	   in	   an	   extra	   four-­‐track	   tape	  machine	   to	   allow	  more	   tracks	   to	   be	   recorded.	   Mynett	   (2012)	   considers	   this	   technique	   for	   the	  production	  of	   the	   contemporary	  metal	   genre	   and	   explores	   the	  process	   of	   ‘Quad	  Tracking’:	  
[…]	  in	  striving	  for	  a	  heavy,	  dense	  sound,	  [contemporary	  metal]	  rhythm	  guitar	  tones	  have	  a	  tendency	   to	   be	   ‘quad-­‐tracked’,	   which	   in	   this	   instance,	   refers	   to	   [contemporary	  metal’s]	  rhythm	   guitar	   sound	   often	   consisting	   of	   four	   separate	   performances.	   In	   context	   of	   the	  overall	   production,	   these	   highly	   distorted,	   down	   tuned	   and	   dense	   guitar	   tones	   provide	  numerous	  challenges	  to	  gaining	  appropriate	  weight,	  as	  well	  as	  clarity	  and	  intelligibility,	  of	  the	  drums	  and	  bass	  guitar.	  (p.2)	  Double	  tracking	  holds	  more	  significance	  with	  Sabbath’s	  records,	  using	  the	  double	  tracked	  guitars	  to	  balance	  out	  the	  stereo	  field	  with	  guitars	  panned	  hard	  right	  and	  left,	   constructing	   a	   relentless	  wall	   of	   guitars;	   possibly	   to	   emulate	   the	   volume	  of	  live	   performances,	   but	   also	   emulating	   Phil	   Spector’s	   work	   with	   The	   Wrecking	  
Crew,	   or	   the	   experience	   fans	   would	   get	   seeing	   bands	   in	   a	   live	   setting,	   as	   per	  Zagorski-­‐Thomas	  (2010b).	  Stylistically,	  the	  double	  tracking	  of	  guitars	  seems	  to	  be	  something	   that	   Iommi	   and	   Sabbath	   clearly	   used	   as	   a	   method	   of	   constructing	  power,	  or	  sonic	  weight,	  whilst	  the	  early	  records	  released	  by	  Led	  Zeppelin	  feature	  double	   tracked	   overdubs	   as	   compositional	   tools;	   harmonising	   guitars	   or	  embellishing	   melodic	   sections	   (for	   example:	   ‘Dazed	   and	   Confused’	   main	   riff	  sections	  0:37	  –	  0:55).	  This	  begins	  to	  separate	  out	  the	  two	  bands	  that	  are	  claimed	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(Walser,	   1993,	   p.10	   -­‐	   along	  with	  Deep	   Purple)	   to	   have	   started	   the	   genre.	   Cope,	  (2010),	  approaches	  this	  separation	  through	  analytical	  study:	  
Zeppelin’s	  1975	  album	  Physical	  Graffiti	  is	   cited	   [Kerrang!	  593,	  May	  2003]	  as	   influencing	  such	  bands	  as	  musicians	  as	  Audioslave,	  the	  White	  Stripes	  and	  Dave	  Grohl	  of	  Foo	  Fighters	  (all	  of	  whom	  are	  rock	  bands/artists)	  whilst	  Black	  Sabbath	  (in	  Black	  Sabbath	   [1970])	  are	  cited	  as	  influencing	  Pantera,	  Slayer	  and	  Cradle	  of	  Filth	  (all	  of	  whom	  are	  HM	  bands).	  (p.43)	  Of	  course,	  this	  discourse	  focuses	  on	  axis	  of	  influence	  but	  is	  key	  to	  discussion	  of	  the	  two	   seminal	   artists	  who	   shaped	   the	   sonic	   attributes	   of	   HM	  music.	   Each	   decade	  since	  Sabbath’s	  debut	  release	  has	  seen	  new	  virtuoso	  players	  and	  bands	  (BTBAM,	  Dream	  Theater,	  Meshuggah,	  Tool	  etc.)	  develop	  unique	  playing	  styles	  and	  ways	  of	  progressing	   the	   guitar	   performances	   of	   HM,	   but	   the	   overall	   approach	   to	   guitar	  sound	   and	   production	   has	   remained	   the	   same:	   multiple	   layered	  tracks/performances,	  typically	  distorted	  and	  featured	  as	  the	  lead	  instrument.	  	  Iommi	   and	   Page	   made	   choices	   (more	   than	   likely	   unconsciously)	   that	  moved	  towards	  establishing	  and	  defining	  a	  HM	  guitar	  sound	  and	  now,	  rather	  than	  establishing	   an	   entirely	   new	  guitar	   sound,	  HM	  artists	   take	   this	   basis	   and	   either	  emulate	  or	  push	  this	  distorted	  benchmark	  to	  its	  extremes	  through	  tone	  shaping;	  performance	  technique;	  and	  technological	  experimentation.	  The	  guitar	  sounds	  of	  contemporary	   bands	   like	   Meshuggah	   and	   Periphery	   combine	   the	   aesthetics	  established	   by	   Iommi	   and	   Page	   whilst	   pushing	   the	   effected	   sound	   to	   its	   sonic	  limits,	  using	  extreme	  EQ	  methods	  and	  noise	  gating	  to	  control	  tone	  and	  timbre	  to	  minute	   specifics.	   Pieslak	   (2007)	   writes,	   on	   the	   practice	   of	   contemporary	  metal	  bands,	   like	  Meshuggah	   and	   Periphery,	   here	   referred	   to	   as	   progressive,	   or	  math	  metal:	  
Progressive/math	  metal	  is	  best	  characterized	  by	  its	  musical	  practises.	  While	  maintaining	  the	   loud,	   distorted	   guitar	   timbre	   associated	   with	   the	   metal	   genre	   in	   general,	  progressive/math	   metal	   emphasizes	   a	   sophisticated	   musical	   structure,	   particularly	   in	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regard	  to	  rhythm	  and	  meter,	  and	  requires	  skilled	  technical	  performances	  from	  the	  entire	  ensemble.	  (p.244)	  It	   is	   this	   skill	  and	  precision	   that	   is	  now	  exemplified	  by	  progressive	  metal	  bands	  but	  also	  a	   significant	  aesthetic	  of	  HMs	  production	   in	  general.	   It	   is	  apparent	   that	  somewhere	   between	   the	   recording	   of	   Black	   Sabbath	   in	   1970	   and	   Mynett’s	  publication	   in	   2013	   an	   acute	   attention	   to	   detail	   has	  made	   itself	   present	   in,	   not	  only	  HM,	  but	  also	  popular	  music	  production.	  Advancements	  in	  music	  technology	  must	  be	  the	  main	  reason	  for	  this,	  with	  endless	  possibilities	  for	  audio	  editing	  down	  to	  minute	   fractions	  of	   seconds.	  The	  ability	   to	   achieve	  precision	   in	  production	   is	  also	   twinned	   with	   instrument	   technology	   and	   the	   way	   in	   which	   HM	  musicians	  utilize	  this.	  	  This	  is	  exemplified	  in	  the	  guitar	  production	  aesthetics	  of	  progressive	  metal	  band	  Meshuggah.	  Meshuggah	  use	  sound,	  and	  timbre,	  as	  a	  compositional	  tool	  and	  this	   is	   not	   limited	   to	   using	   post-­‐production	   effects;	   their	   guitar	   sound	   defines	  their	   composition	  as	  much	  as	   the	  musical	   syntax	  used,	   even	   contributing	   to	   the	  onomatopoeic	   subgenre	   that	   describes	   the	   guitar	   sound,	   Djent	   (Gil,	   2014,	   p.6)	  (pronounced	  Duh-­‐gent).	  As	  a	  very	  complex	  and	  intense	  example	  of	  contemporary	  HM	   Meshuggah	   showcase	   the	   use	   of	   irregular	   polyrhythms	   and	   abstract	   time	  signatures,	   as	   well	   as	   the	   synchronisation	   of	   rhythmic	   elements	   to	   create	  intensity,	  but	  use	  their	  guitar	  production	  to	  solidify	  these	  aspects	  of	  their	  music.	  The	   extreme	   EQ	   and	   noise	   gating	   allows	   for	   precise	   and	   definite	   stops	   and	  rhythmic	  patterns	  to	  be	  played	  with	  high	  levels	  of	  distortion.	  ‘Do	  Not	  Look	  Down’	  from	   the	   album	   Koloss	   (2012)	   exhibits	   this	   technological	   approach;	   employing	  precise	   noise	   gating	   in	   the	   opening	   sections	   to	   accentuate	   the	   rhythm	   and	  syncopation	   of	   the	   guitars.	   Pieslak	   (2007)	   provides	   an	   analysis	   of	  Meshuggah’s	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use	   of	   rhythm	   and	   meter	   identifying	   that	   fans	   of	   the	   band,	   and	   the	   Math	   and	  Progressive	  Metal	   subgenres,	   relate	   directly	   to	   the	   complex	   compositional	   tools	  and	  structure	  of	  rhythmic	  elements.	  Pieslak	  (2007)	  states:	  	  
During	   interviews,	   fans	   consistently	   emphasize	   the	   technical	   aspects	   of	   the	  music	   as	   a	  source,	  if	  not	  the	  source,	  of	  attraction.	  (p.244).	  	  This	   relation	   to	   technicality,	   whilst	   emphasised	   by	   musical	   syntax	   in	   this	   case,	  could	   also	  be	   a	   key	   contributor	   to	   the	  way	   in	  which	  HM	  music	   is	   produced.	  Do	  fans	   relate	   to	   the	   production	   aesthetics	   of	  HM	   in	   the	   same	  way	   as	  musical	   and	  compositional	   elements?	   Mynett	   (2013)	   asserts	   this	   as	   a	   contemporary	   metal	  worldview,	   linking	   technicality	   of	   performance,	   artistry,	   and	   his	   ‘intelligibility’	  principle.	   He	   suggests	   that	   if	   production	   choices	   do	   not	   convey	   intelligibility,	  presentation	   of	   the	   instrumental	   parts,	   the	   ‘prestige	   of	   the	   music	   is	   similarly	  obscured	  or	   lost’	  (p.60).	  Here,	   intelligible	  production	  methods	  meet	  the	  musical,	  timbral	  and	  creative	  ideas	  of	  the	  artist	  and	  the	  two	  domains	  cross.	  	  Socio-­‐cultural	  elements	  of	  power	  and	  aggression	  are	  signifiers	  of	   the	  HM	  sound,	   and	   are	   commonly	   linked	   to	   the	   distorted	   sounds	   of	  HM	   guitars.	   This	   is	  then	   accentuated	   through	   precision	   performances	   and	   double-­‐tracking	  techniques	  employed	  to	  create	  sonic	  weight	  and	  reiterate	  power.	  The	  sound	  of	  the	  electric	   guitar	   since	   the	  mid-­‐twentieth	   century	   has	   developed	   both	   in	   terms	   of	  performance	  technique	  and	  technology.	  In	  this	  instance	  technology	  refers	  to	  both	  developments	   in:	   the	   electric	   guitar	   as	   an	   instrument;	   electric	   guitar	  amplification;	  and	  the	  recording	  technology	  used	  to	  capture	  guitar	  performances.	  The	  problem,	  in	  the	  context	  of	  this	  study,	  is	  the	  experience	  of	  using	  technology	  to	  record	  HM	  guitar	  performances,	  and	  situate	  them	  into	  a	  mix,	  when	  the	  contextual	  constructions	   of	   the	   electric	   guitar	   are	   so	   culturally	   engrained	   within	   the	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subcultural	   contexts	   of	   HM.	   If	   artists,	   fans	   and	   producers	   are	   attracted	   and	  motivated	  by	  HM’s	  technicality,	  as	  well	  as	  timbre	  and	  performance,	  can	  the	  same	  be	   true	   for	   the	   technological	   appropriations	   when	   recording	   HM?	   This	   study	  suggests	   there	  may	   be	   a	   link	   between	   these	   socio-­‐cultural	   aesthetic	   attractions	  and	  the	  role	  technology	  plays	  in	  the	  recording	  of	  HM	  music.	  	  	  
3.2.4 The	  Rhythm	  Section	  Central	   to	   the	  production	  of	  HM	  is	  a	  strong	  rhythm	  that	  continues	  throughout	  a	  song.	  Unlike	  more	  mainstream	  forms	  of	  music,	  which	  centre	  primarily	  on	  either	  vocals	  or	  melody,	  emphasis	  in	  HM	  is	  placed	  on	  the	  actual	  rhythm,	  or	  ‘beat’	  of	  the	  music.	  (Friesen	  and	  Epstein,	  1994,	  p.	  4)	  Rhythm	  is	  a	  key	  component	  within	  the	  construction	  of	  a	  HM	  mix;	  we	  can	  hear	  this	  in	  early	  HM	  records,	  with	  Iommi	  and	  Page’s	  double	  tracking	  of	  rhythm	  guitars	   to	   create	   powerful	   guitar	   soundscapes.	   This	   is	   also	   addressed	   in	   the	  presentation	  of	  the	  drum	  kit	  and	  the	  development	  of	  its	  presence	  in	  HM	  records	  (similar	  to	  ‘functional	  staging’	  discussed	  in	  Zagorski-­‐Thomas,	  2010).	  The	  rhythm	  section	  provides	  HM	  music	  with	  the	  bedrock	  for	  heaviness,	  often	  employing	  drum	  kits	   that	   are	   larger	   in	   size,	   as	   well	   as	   physically	   larger	   component	   drums	   than	  other	   popular	   genres	   (Walser,	   1992,	   p.10).	   These	   physical	   attributes	   of	   the	  instruments	  provide	  a	  powerful	  timbral	  character	  whilst	  performance	  techniques	  provide	  further	  exploitation	  of	  the	  sonic	  attributes	  of	  HM.	  Cope	  (2010)	  addresses	  the	   complex	   developments	   of	   rhythm	   throughout	   HM’s	   history.	   He	   focuses	   on	  rhythmic	  performance	  techniques	  of	  drummers,	  initially	  Motörhead,	  and	  the	  use	  of	  fast	  tempos	  and	  blast	  beats:	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Motörhead	  were	  influential	  on	  the	  evolutionary	  process	  of	  HM	  […]	  in	  their	  adoption	  and	  re-­‐contextualisation	   of	   fast	   tempos	   and	   specific	   drum	   techniques	   [double	   kick	   drum	  patterns]	  (p.99)	  The	  double	  bass	  drum	   in	  HM	   is	  now	  almost	  universally	  employed	   in	  HM	  music;	  sometimes	  as	  two	  physical	  drums	  being	  used,	  or	  the	  employment	  of	  a	  double	  kick	  drum	  pedal	  on	  one	  bass	  drum.	  However,	  it	  has	  its	  roots	  in	  the	  big	  band	  music	  of	  Duke	   Ellington	   and	   Buddy	   Rich,	   another	   example	   of	   HM’s	   amalgamation	   of	  performance	   and	   sonic	   techniques.	   Duke	   Ellington’s	   ‘Skin	  Deep’	   (from	  Ellington	  
Uptown,	  1951)	  features	  a	  drum	  solo,	  played	  by	  Louie	  Bellson,	  that	  employs	  double	  bass	   drum	   foot	   techniques.	  58	  Buddy	  Rich’s	   famous	   drum	   solo,	   recorded	   live	   for	  New	   York’s	   Paramount	  WEAF	   radio	   in	   1949,59	  displays	   the	   drummer	   playing	   a	  minute	  long	  double	  bass	  drum	  solo.	  This	  solo	  is	  documented	  in	  Torme’s	  Traps	  The	  
Drum	  Wonder:	  The	  Life	  of	  Buddy	  Rich	  (1991):	  
Just	  prior	  to	  my	  entrance	  on	  stage,	  Buddy	  uncorked	  an	  arrangement	  of	  Old	  Man	  River.	  It	  was	  played	  at	  breakneck	   tempo,	   salted	  with	   several	  drum	  breaks,	  delivered	  with	  Rich’s	  usual	  flair.	  In	  the	  middle	  of	  the	  chart,	  Buddy	  made	  his	  way	  down	  to	  centre	  stage.	  Awaiting	  him	   down	   front	  were	   two	   bass	   drums	   and	   a	   stool.	   Nothing	   else.	   No	   snare	   drums,	   tom-­‐toms,	  cymbals.	  Two	  bass	  drums.	  He	  sat	  down	  at	  the	  stool	  and	  played	  the	  damndest	  drum	  solo	  I	  ever	  heard.	  With	  his	  feet.	  (p.101)	  It	   is	   clear	   from	   the	   way	   in	   which	   Torme	   describes	   the	   spectacle,	   with	   stunted	  descriptions,	  his	  obvious	  disbelief	  of	  the	  performance	  at	  the	  time.	  This	  element	  of	  spectacle	   cannot	   be	   overlooked	   in	   questioning	   the	   development	   of	   HM	   drum	  performance	  technique.	  	  Spectacle	   relates	   directly	   to	   the	   issues	   of	   size	   and	   power	   discussed	   in	  terms	   of	   the	   electric	   guitar	   above.	   The	   bass	   drum	   is	   the	   largest	   part	   of	   the	  conventional	   acoustic	   drum	   kit	   and	   by	   employing	   two	   of	   these	   drums;	   the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
58	  A	  live	  recording	  of	  the	  drum	  solo	  from	  ‘Skin	  Deep’	  from	  1957	  shows	  the	  use	  of	  double	  bass	  drum	  foot	  technique:	  https://www.youtube.com/watch?v=nBQWaCLlK9Y	  [online]	  accessed	  04/06/2015	  
59	  https://www.youtube.com/watch?v=g-­‐zM45GpKiE	  [online]	  accessed	  18/08/14	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physical	  presence	  of	  the	  drum	  kit	  is	  undeniable.	  Whether	  it	  is	  part	  of	  a	  Jazz	  or	  Big	  Band	  solo	  or	   the	  centre	  piece	  of	  Black	  Sabbath’s	  stage	  show,	   it	  cements	   the	  size	  and	   power	   of	   the	   bass	   drum,	   both	   in	   live	   performance	   and	   recorded	   music.	  Weinstein	   (2000)	   suggests	   that	   a	   ‘booming	  bass	  drum,	  a	  heavy	  bass	  guitar	   line,	  and	   screaming	   vocals	   combine	   to	   release	   a	   vital	   power’	   (p.27);	   Walser	   (1993)	  describes	   ‘the	  potentially	   oppressive	  power	  of	   bass,	   drums,	   and	   rhythm	  guitar’;	  Friesen	  and	  Epstein	  (2004)	  note	  that	  ‘the	  increased	  use	  of	  double-­‐bass	  drums	  has	  increased	   the	   intensity	   of	   the	   music’	   (p.4);	   and	   Wallach,	   Berger	   and	   Greene	  (2011)	  discuss	   the	   ‘heavy	  emphasis	  on	  double-­‐bass	  drums’	   (p.10)	  and	  how	  this,	  twinned	  with	  chord	  voicing	   ‘expands	  and	  deepens	   the	  aural	  experience	   into	   the	  bass	  range,	  giving	  a	  sense	  of	  weight	   to	   the	  music’	   (p.11).	  These	  deconstructions	  clearly	  link	  the	  notion	  of	  power,	  weight	  and	  intensity	  within	  HM	  to	  the	  bass	  drum	  and	  the	  way	  it	  is	  used	  musically.	  	  Mynett	   et	   al.	   (2011)	   present	   an	   exploration	   of	   the	   modern	   techniques	  specifically	   for	   preparing	   drums	   for	   recording	   in	   the	   contemporary	   HM	   genre.	  ‘Sound	   at	   Source:	   The	   Creative	   Practice	   of	   Re-­‐heading,	   Dampening	   and	   Drum	  Tuning	   for	   the	  Contemporary	  Metal	  Genre’	   explores	   the	  physical	   attributes	   that	  afford	   a	   varied	   timbre,	   construction	   finishing,	  wood	   type,	   and	   size	   of	   individual	  drums.	  The	  discussion	  once	  again	  brings	  power	  and	  weight	  to	  the	   forefront	  of	  a	  successful	  sound	  for	  the	  HM	  genre.	  When	  considering	  the	  snare	  drum	  the	  authors	  describe	  the	  process	  and	  the	  aim	  is	  ‘to	  get	  an	  appropriate	  sound	  at	  source	  […]	  for	  the	  metal	  genre,	  the	  focus	  will	  usually	  be	  weight	  and	  size,	  combined	  with	  the	  right	  attack’	  (n.p).	  The	  discussion	  at	  length	  of	  how	  to	  achieve	  a	  precise	  timbre	  from	  the	  drum	   kit	   only	   further	   exemplifies	   the	   need	   for	   precision	   and	   accuracy	   when	  recording	  and	  producing	  HM.	  These	  precise	  but	  dense	  textures	  of	  sound	  that	  are	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used	  to	  construct	  the	  genre	  provide	  challenges	  for	  engineers	  and	  producers.	  Take	  for	   instance	   the	   low	   frequency	   fundamentals	   of	   kick	   drums	   and	   allowing	   the	  timbral	  qualities	  of	  the	  drum	  to	  be	  presented	  clearly	  in	  the	  mix.	  The	  appropriation	  of	   fast	   tempos	  was	  more	   than	   likely	   influenced	  by	   the	  Punk	  movement	  of	  the	  late	  1970’s,	  but	  HM’s	  underlying	  aesthetical	  construction	  of	   power	   could	   have	   caused	   the	   introduction	   of	   extended	   double	   bass	   drum	  passages.	  The	  use	  of	  double	  bass	  drums,	  at	  speed,	  is	  addressed	  by	  Harrell	  (1994):	  
[…]	   speed	   is	   typical	   of	  many	  Anthrax,	  Napalm	  Death,	   and	   early	  Metallica	   and	  Megadeth	  songs	   as	   well.	   Speed	   is	   often	   emphasized	   by	   the	   drummer’s	   use	   of	   double	   bass	   drums	  which	   supply	   the	   “backbone”	   to	   the	   beat.	   Operated	   by	   pedals	   played	  with	   both	   feet	   in	  rapid	  succession,	  the	  double	  bass	  drums	  create	  a	  “machine	  gun:	  rhythm	  that	  corresponds	  to	  the	  overall	  tone	  of	  the	  music.	  (p.93)	  Further	  progression	  gave	  rise	  to	  the	  blast	  beat	  (Hagen,	  2011).	  This	  rapid	  pattern	  of	   double	   kick	   and	   snare	   drums	   is	   now	   commonplace	  within	  HM	  performances	  and	   poses	   its	   own	   challenges	   for	   HM	   producers.	   These	   challenges	   include	   the	  aforementioned	   intelligibility	   and	   considerations	   for	   the	   performance	   aspect	   of	  such	  a	  physical	  performance	  technique	  (velocity,	  dynamics	  and	  timbre).	  Similar	  to	  the	  way	  in	  which	  the	  distorted	  electric	  guitar	  provides	  audibly	  dense	  textures,	  the	  multiple	   components	  of	   the	   typical	  HM	  drum	  kit	   contains	   elements	   that	   inhabit	  the	  full	  range	  of	  the	  audible	  spectrum,	  and	  with	  performance	  techniques	  utilising	  all	  of	  the	  components	  at	  speed,	  retaining	  clarity	  can	  be	  a	  problem.	  Mynett	  (2013)	  highlights	   this	   as	   one	   of	   the	   key	   problems	   for	   HM	   producers	   as	   well	   as	   an	  indicator	  of	  technological	  influence:	  
However,	  with	  seemingly	  ever-­‐escalating	  CMM	  tempi	  and	  performance	  complexity,	  many	  producers	   are	   increasing	   their	   reliance	   on	   technology	   as	   the	   principle	   source	   for	   drum	  textures	  and	  performance	  precision.	  Therefore,	  for	  the	  drum	  production	  element	  of	  CMM,	  it	  is	  often	  not	  so	  much	  a	  case	  of	  documenting	  a	  performance,	  but	  creating	  an	  experience	  in	  itself.	  (p.105)	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Intelligibility	  and	  the	  composition	  of	  different	  elements	  within	  a	  modern	  HM	  mix,	  again	  presents	  an	  ethical	  issue	  (see	  p.230	  of	  this	  thesis).	  The	  tension	  lies,	  for	  HM	  producers,	   between	   capturing	   a	   performance	   and	   building	   a	   performance	   from	  different	   takes;	   Zagorski-­‐Thomas	   (2010a)	   introduces	   this	   idea	   as	   a	   result	   of	  developing	  music	  technology:	  
Although	  non-­‐linear	  recording	  […]	  developed	  at	  the	  end	  of	  the	  1980s,	  it	  was	  in	  the	  1990s	  that	   its	   impact	  became	  apparent.	  This	  had	  a	  huge	   impact	  on	  both	   the	   sound	  of	  popular	  music	   and	   the	   performance	   practise	   of	   drummers	   through	   the	   combination	   of	   cut-­‐and-­‐paste	  editing	  and	  the	  development	  of	  audio	  quantization.	  (p.200)	  Mynett	  (2013)	  argues	  that	  this	  tension	  can	  exist	  for	  a	  number	  of	  reasons.	  HM	   performances,	   at	   least	   modern	   performance	   styles,	   often	   contain	   extreme	  tempi	  and	  unwavering	  dynamics.	  This	  can	  cause	  problems	  for	  musicians,	  during	  recording,	   when	   a	   dynamically	   consistent	   and	   precisely	   timed	   performance	   is	  required.	   Dynamic	   processing,	   editing	   and	   sample	   reinforcement	   can	   help	   to	  achieve	   these	   performance	   attributes	   allow	   the	   producer	   to	   create	   ideal	  performances.	   This	   thesis	   will	   question,	   in	   the	   data	   explored	   in	   chapter	   five,	  whether	   or	   not	   technology	   has	   forced	   the	   hand	   of	   producers	   to	   create	   these	  performances,	  or	  whether	  the	  performance	  elements	  have	  in	  essence	  placed	  ‘the	  producer	  in	  a	  role	  as	  performer’	  (Mynett,	  2013,	  p.105).	  Dockwray	   and	   Moore’s	   (2010)	   Sound-­‐box	   project	   addresses	   stereo	  presentation,	   with	   a	   focus	   on	   the	   placement	   of	   the	   bass	   drum	   and	   bass	   guitar	  within	  historical	   recordings.	   If	  Dockwray	   and	  Moore’s	  method	   is	   applied	   to	  HM	  we	  can	  see	  that	  the	  results	  are	  not	  too	  dissimilar	  to	  his	  example	  of	  Cliff	  Richard’s	  ‘Goodbye	   Sam,	  Hello	   Samantha’	   (2010,	   p.189)	   from	  1970.	   Take	  Black	   Sabbath’s	  ‘Black	  Sabbath’	  from	  the	  self-­‐titled	  debut	  (also	  from	  1970)	  for	  instance.	  In	  Figure	  3.2	  below,	  we	  can	  see	  the	  presentation	  of	  each	  instrument	  and	  where	  it	  is	  placed	  
	  	   128	  
in	   the	   mix	   as	   per	   the	   sound-­‐box	   model.	   The	   two	   guitars	   (labelled	   1	   and	   2)	  represent	  the	  double	  tracking	  used,	  with	  guitar	  2	  only	  actually	  entering	  the	  mix	  at	  5’25.	  	  
Figure	  3.1	  'Black	  Sabbath'	  (1970)	  as	  per	  the	  Sound-­‐box	  model	  The	  significance	  of	  this,	  especially	  as	  an	  example	  of	  early	  HM,	  is	  the	  way	  in	  which	  the	  bass	  guitar	  and	  kick	  drum	  are	  placed	  centrally	  in	  the	  mix.	  The	  above	  academic	  appropriations	  of	  power	  attend	  to	  the	  musical	  use	  and	  the	  way	  in	  which	  the	  bass	  drum	   and	   bass	   guitar	   timbres	   work	   together	   to	   create	   power.	   For	   those,	   like	  Mynett,	   who	   look	   to	   the	   technological	   appropriation	   and	   the	   success	   of	   an	  intelligible	   mix,	   Figure	   3.2	   clearly	   shows	   the	   way	   in	   which	   the	   kick	   drum,	  especially	   when	   doubled	   with	   the	   bass	   guitar,	   centralises	   the	   low-­‐end	   audible	  energy,	  focusing	  the	  energy	  to	  assert	  power.	  	  Without	   delving	   too	   far	   into	   psychoacoustic	   analysis,	   as	   it	   is	   not	   the	  intention	  of	   this	  study,	   it	   is	  worth	  noting	   that	   the	  behaviour	  of	  bass	   frequencies	  affects	   how	   they	   are	   positioned	   in	   a	   mix.	   Universal	   Audio,	   a	   renowned	   audio	  hardware	   and	   software	   company,	   address	   the	   issue	   of	   presenting	   bass	  frequencies	  in	  a	  mix	  on	  their	  website:	  
In	  more	  modern	  applications,	  consider	  the	  kick	  drum	  in	  a	  mix.	  If	  you	  want	  it	  to	  be	  heard,	  you	  have	  to	  boost	  the	  medium-­‐high	  frequencies	  that	  are	  present	  in	  the	  attack.	  The	  same	  goes	  for	  the	  electric	  bass	  —	  if	  you	  want	  it	  to	  be	  completely	  drowned	  inside	  a	  mix,	  remove	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the	  medium-­‐high	  frequencies!	  It’s	  as	  simple	  as	  that.	  To	  make	  bass	  instruments	  clear	  and	  audible,	  you	  need	  to	  make	  sure	  the	  mid-­‐range	  frequencies	  are	  in	  place.	  Low	  frequencies	  themselves	  are	  clearly	  useful	  —	  they	  can	  convey	  roundness,	  body,	  strength,	  and	  so	  on	  —	  but	   any	   part	   of	   the	   musical	   language	   linked	   to	   understanding,	   anything	   that	   requires	  sensitivity,	  needs	  to	  be	  inside	  or	  near	  the	  0.5-­‐4	  kHz	  range.	  (n.p)60	  Interestingly,	  not	  only	  does	  Universal	  Audio	  agree	  with	  Mynett	   (2013)	   that	  bass	  frequencies	  provide	   strength	  and	  power,	   they	  also	  acknowledge	   that	   in	  modern	  production	  radical	  EQ	  methods	  are	  often	  used	  to	  present	  the	  bass	  frequencies	  in	  the	   mix	   (Turner,	   2009).	   Mynett	   (2013)	   has	   this	   to	   add	   when	   discussing	   the	  intelligibility	  of	  bass	  timbres,	  specifically	  the	  bass	  guitar:	  
Layering	   techniques,	   sometimes	   involving	   distortion,	   can	   strengthen	   the	   coverage	   of	  frequencies	   to	   provide	   a	   heavier	   bass	   timbre.	   However,	   when	   these	   sounds	   present	  weight,	   size	   and	   depth	   in	   isolation,	   they	  may	   not	   function	  well	  when	   placed	  within	   the	  context	   of	   the	  drums	   and	   guitar.	   This	   is	   partly	   due	   to	   the	  numerous	  distinct	   challenges	  presented	  by	  the	  down	  tuning	  of	  the	  bass	  and	  guitar,	  and	  the	  way	  these	  sounds	  interact,	  often	  within	  the	  range	  of	  frequencies	  normally	  allocated	  for	  the	  bass	  drum.	  (p.106)	  Return	  to	  Mynett’s	  (2012)	  definition	  of	  intelligibility:	  
[…]	   intelligibility	   refers	   to	   the	   ease	   of	   perception	   and	   understanding	   of	   a	   particular	  instrument	  or	  sound	  source	  within	  the	  context	  of	  the	  mix	  as	  a	  whole.	  (p.6)	  The	   problems	   here	   are	   often	   caused	   by:	   other	   instruments,	   often	   down	   tuned	  guitars	  and	  electric	  bass	  guitars,	  crossing	  into	  frequency	  bands	  also	  occupied	  by	  the	  kick	  drum,	   forcing	   the	  drum	  to	  be	  accentuated	   in	  other	  areas	  of	   the	  audible	  spectrum	  (something	  which	  is	  now	  quite	  characteristic	  of	  HM	  records);	  the	  speed	  at	  which	   the	  drum	   is	  now	  played,	   and	  making	   sure	   this	   is	   constant	   and	  precise	  (the	  use	  of	  dynamics	  processing	  to	  maintain	  power	  and	  weight);	  and	  presenting	  the	  drum	  in	  a	  logical	  way	  that	  ties	  in	  with	  the	  rest	  of	  the	  instrument	  components	  of	  a	  mix.	  	  The	   electric	   bass	   guitar	   in	  HM	   is	   a	   source	   of	  much	   of	   the	   low	   frequency	  audible	   energy.	   Highlighting	   the	   lack	   of	   literature	   surrounding	   the	   production	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
60	  http://www.uaudio.com/blog/how-­‐the-­‐ear-­‐works/	  [online]	  accessed	  04/06/2015	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aesthetics	  of	  HM	  is	   the	  brief	  mention	  of	   the	  sonic	  qualities	  of	   the	  bass	  guitar,	   in	  HM,	   in	   Berger	   (1999).	   The	   single	   sentence	   does	   however	   highlight	   the	   central	  issue	  of	  size	  and	  power.	   ‘Bass	  guitar	  timbres	  are	  heavy	  when	  they	  give	  the	  aural	  impression	   of	   great	   size.’	   (p.58).	   Similarly,	   Walser	   (1993)	   moves	   through	  discussion	  of	  guitar	  and	  vocal	  timbre,	  rhythm	  and	  volume,	  as	  well	  as	  melody	  (p.41	  –	  51)	  without	  mentioning	  the	  sonic	  qualities	  of	  the	  bass	  guitar	  in	  reference	  to	  HM.	  Mynett	  (2016)	  presents	  the	  role	  of	  the	  bass	  guitar	  in	  modern	  HM	  production	  thus:	  
Regardless	  of	   its	   less-­‐prominent	  role,	  and	  mix	   level,	   the	   importance	  of	   the	  bass	  guitar	   is	  frequently	  underestimated	  and	  misunderstood	  within	   [HM].	  Although	  every	  project	  will	  have	  its	  own	  specific	  bass	  requirements,	  failing	  to	  present	  a	  dense	  and	  punchy	  bass	  sound	  with	  strong	  note	  definition,	  will	  inevitably	  result	  in	  a	  production	  that	  has	  deficient	  sonic	  weight,	  heaviness	  and	  overall	  clarity.	  (p.23)	  Mynett	  (2012)	  expands	  stating:	  
Clearly,	   bass	   guitar	   tonalities	   have	   a	   considerable	   bearing	   on	   a	   productions’	   sense	   of	  heaviness,	  and	  these	  can	  be	  viewed	  as	  heavy	  when	  their	  impact	  gives	  the	  sense	  of	  having	  weight,	  size	  and	  depth.	  However,	  one	  of	   the	  challenges	  created	  by	  dense	   layers	  of	  down	  tuned	  distorted	  guitars	   is	  getting	   the	   rhythm	  guitar	  and	  bass	   to	   sit	   together	   ‘frequency-­‐content’	  wise.	  (p.3)	  	  The	   frequently	  mentioned	  notions	   of	   size	   and	  weight	   are	   synonymous	  with	   the	  low	  frequencies	  of	  the	  HM	  mix,	  in	  the	  same	  way	  the	  use	  of	  the	  kick	  drum	  applies	  to	  HM.	  	  The	  problem	  highlighted	  by	  Mynett	  here	   is	   that,	  with	  HM	  often	   featuring	  down	  tuned	  instruments	  the	  fundamental	  frequencies	  of	  each	  of	  the	  instruments	  present	  changes	  drastically	  and	  overlap	  as	  above.	  It	  also	  highlights	  a	  commercial	  issue	   in	   that	   the	   fundamentals	   are	   not	   easily	   reproduced	   by	   ‘mass	   produced	  consumer	   loudspeakers’	   (p.3).	   These	   changes	   in	   fundamental	   harmonics	   mean	  that	   traditional	   approaches	   to	   production	  must	   be	   reconsidered.	   As	  with	   Black	  Sabbath,	   the	   use	   of	   down	   tuning	   is	   not	   solely	   a	   contemporary	   technique,	   it	   is	  simply	   more	   commonly	   used	   in	   modern	   HM.	   As	   down-­‐tuning	   is	   now	   fairly	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commonplace,	   guitar	   amplifier	  manufacturers	   have	   complimented	   the	   trend	   by	  providing	   amplifiers	   and	   cabinets	   that	   are	   voiced	   to	   accommodate	   lower	   tuned	  instruments.61	  	  The	   problems	   that	   HM	   rhythm	   sections	   present	   for	   producers	   include:	  intelligibility	   of	   low-­‐end	   energy;	   appropriations	   of	   power;	   and	   presentation	   of	  multiple	   timbres	   that	  are	  often	  pushing	  performance	  and	  sonic	  boundaries.	  Has	  technology	  been	  developed	  to	  counter	   these	  problems	  and	  how	  do	  engineers	  or	  producers	   work	   with	   these	   elements?	   Specific	   technology	   that	   is	   used	   in	   HM	  production	   is	   explored	   later	   in	   this	   chapter	   but	   the	   problems	   that	   the	  instrumental	   elements	   create,	   so	   far,	   suggest	   that	   the	  way	   in	  which	  HM	  pushes	  sonic	  envelopes	  means	  recording	  technology	  and	  those	  who	  use	  it,	  have	  to	  react	  to	  this;	  and	  develop	  accordingly.	  	  
3.2.5 Vocals	  The	   vocal	   styles	   of	   HM,	   as	   with	   the	   other	   instrumental	   elements,	   often	   feature	  extended	   techniques;	   screaming,	   guttural	   growls,	   falsetto,	   and	   nasal	   timbres.	  These	   styles	  present	  problems	   for	   recording	  engineers	  and	  producers	   including	  dynamic	   irregularity,	   extreme	   sibilance,	   and	   plosives.	   The	   importance	   of	   vocal	  style	   in	  HM	   has	   been	   critiqued	   heavily	   in	   the	   current	   literature.	  Walser	   (1993)	  suggests	   that	   ‘vocalists	   deliberately	   distort	   their	   voices,	   for	   many	   of	   the	   same	  reasons	   that	   guitar	   players	   distort	   theirs.	   [HM]	   vocalists	   project	   brightness	   and	  power	   by	   overdriving	   their	   voices’	   (p.45).	   Kahn-­‐Harris	   (2007)	   adds	   to	  Walser’s	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
61	  http://www.mesaboogie.com/amplifiers/electric/rectifier-­‐series/triple-­‐rectifier/index.html	  -­‐	  The	  Mesa	  Boogie	  Triple	  Rectifier	  is	  a	  common	  example	  of	  a	  Hi-­‐Gain	  guitar	  amplifier	  that	  is	  often	  employed	  by	  extended	  range	  and	  down-­‐tuned	  guitarists.	  Guitarist	  ‘Munky’,	  of	  Korn,	  is	  featured	  with	  his	  7	  string	  guitar	  (tuned	  B-­‐E-­‐A-­‐D-­‐G-­‐B-­‐E)	  promoting	  the	  Triple	  Rectifier.	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interpretation:	   ‘Extreme	   metal	   takes	   vocal	   distortion	   further	   than	   [HM]	   by	  abandoning	  practically	  all	   elements	  of	  melody’	   (p.32).	  Tsai	  et	  al.	   (2010)	  explore	  the	  ‘growl-­‐like’	  timbre	  used	  by	  vocalists	  to	  express	  aggression.	  The	  paper	  focuses	  on	   the	   biomechanics	   of	   the	   technique,	   the	   psychoacoustic	   characteristics	   and	  explores	  this	   in	  the	  context	  of	  Asian	  (Chinese	  and	  Japanese)	  Opera	  and	  HM.	  The	  authors	   question	   whether	   the	   psychoacoustic	   properties	   create	   the	   emotional	  response:	  
In	  addition	  to	  the	  loud	  dynamic	   level,	   the	  growl-­‐like	  timbre	  acoustically	   is	  characterized	  by	   the	   presence	   of	   inharmonic	   components	   that	   are	   the	   distributed	   among	   adjacent	  harmonics	   in	   a	   spectrum.	   According	   to	   psychoacoustic	   models	   of	   roughness,	   these	  inharmonic	  components	  add	  a	  rough	  quality	  to	  a	  growl-­‐like	  sound	  because	  they	  interfere	  within	  critical	  bands.	  (p.210)	  	  The	  authors	  suggest	  that,	  similar	  to	  the	  way	  in	  which	  the	  distorted	  electric	  guitar	  was	   explored	   above,	   that	   the	   growls	   employed	   by	   vocalists	   creates	   harmonic	  content	  that	  fills	  larger	  parts	  of	  the	  audible	  spectrum	  than	  clean	  singing	  would.	  	  It	  is	  worth	  noting	  that	  not	  all	  HM	  bands	  use	  growl	  like	  timbres;	  the	  falsetto	  style	  of	  bands	   like	   Judas	   Priest	   and	   Iron	  Maiden	   are	   also	   fairly	   typical,	   extended	   range,	  styles.	  There	  is	  a	  clear	  link	  here	  between	  the	  extended	  range	  and	  distorted	  vocal	  technique	   to	   display	   power,	   or	   weight,	   not	   unlike	   the	   electric	   guitar.	   The	   links	  between	  HM	  and	  the	  electric	  blues	  are	  also	  strengthened	  here.	  The	  vocals	  styles	  of	  blues	  guitarists,	  B.B.	  King	  and	  Muddy	  Waters	  are	  prime	  examples;	  also	  employ	  the	  roughness	  that	  Tsai	  et	  al.	  describe.	  B.B.	  King’s	  performance	  of	  the	  ‘The	  Thrill	  is	  Gone’	  from	  the	  Live	  at	  Montreaux	  1993	  DVD	  (2009)	  displays	  this	  only	  too	  well.	  	  But	  what	   does	   this	  mean	  within	   the	  production	  of	  HM?	  The	   same	   issues	  that	   extended	   range	   and	  performance	   techniques,	   and	  distortion,	   create	   for	   the	  production	   process,	   clearly	   apply	   here	   too.	   To	   deal	   with	   the	   challenge	   of	  producing	   HM	   vocals	   Mynett	   (2012)	   also	   suggests	   that	   dynamic	   range	   is	   of	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priority.	   He	   notes	   that	   ‘vocals	   of	   the	   genre	   are	   likely	   to	   exhibit	   a	   very	   small	  dynamic	   range,	   normally	   achieved	   through	   radical	   compression	   settings’	   (p.5).	  This	   approach	   to	   dynamics	  will	   allow	   for	   consistency	   between	   vocal	   styles	   and	  achieve	   a	   powerful	   aesthetic	   from	   a	   central	   and	   dynamically	   unrelenting	   vocal.	  This	  is	  clearly	  a	  reaction	  to	  the	  way	  in	  which	  HM	  vocalists	  exploit	  a	  larger	  part	  of	  the	  audible	  spectrum.	  Further	  to	  this,	  Mynett	  highlights	  that	  the	  frequency	  range	  often	  occupied	  by	  the	  vocals,	  especially	  high	  frequencies	  that	  provide	  clarity,	  will	  ‘reside	   within	   a	   similar	   range’	   (p.5)	   as	   the	   high	   frequencies	   of	   both	   kick	   drum	  attack	   and	   rhythm	   guitars	   timbres.	   Mynett	   further	   explores	   the	   ways	   in	   which	  vocal	  performances	  are	  produced:	  
Radical	   compression	   and	   EQ	   processing	   is	   also	   required	   of	   contemporary	  metal’s	   vocal	  performances.	   This	   can	   be	   considered	   as	   providing	   a	   dynamic	   range	   that	   is	   more	   in	  keeping	  with	  the	  rhythm	  guitars,	  and	  with	  usually	  radical	  high	  frequency	  EQ	  boosts	  that	  inevitably	  should	  enable	  the	  vocals	  to	  be	  perceived	  a	  being	  bright	  as	  the	  rhythm	  guitars.	  (2016,	  p.24)	  Turner	  (2009)	  describes	  this	  problem	  of	  overlapping	  frequencies	  as	  a	  ‘sonic	  wall’.	  	  HM	   vocals	   are	   partly	   defined,	   like	   the	   other	   instrumentation,	   by	   the	  performance	  techniques	  that	  are	  used,	  in	  turn	  defining	  the	  approach	  used	  within	  the	  production	  process.	  This	   research	  questions	  how	   technology	  has	   reacted	   to,	  or	  influenced,	  the	  development	  of	  recorded	  HM	  music.	  It	  is	  clear	  that	  there	  are	  a	  significant	  amount	  of	  considerations	  to	  be	  made	  when	  recording	  HM	  and	  how	  to	  use	  technology	  appropriately;	  this	  is	  advocated	  by	  the	  complex	  timbral	  elements	  that	  have	  been	  discussed.	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3.3 Heavy	  Metal	  Technology	  The	  motivation	  for	  this	  research	  lies	  in	  the	  technology	  that	  has	  become	  associated	  with	   the	   production	   of	   HM	   in	   the	   twenty-­‐first	   century.	   If	   we	   return	   to	   the	  discussion	  made	  in	  chapter	  one,	  Arthur	  (2009)	  constructs	  a	  view	  that	  technology	  has	  defined	  domains	  and	  the	  worlds	  that	  these	  domains	  create.	  He	  also	  suggests	  that	  worlds	  (the	  setting	  for	  a	  body	  of	  technology	  to	  operate):	  
[…]	   determine	   what	   is	   possible	   in	   a	   given	   era;	   they	   give	   rise	   to	   the	   characteristic	  industries	  of	  an	  era;	  and	  they	  provide	  worlds	  entered	  for	  what	  engineers	  can	  accomplish	  there.	  (p.85)	  If	  what	  Arthur	  assumes	  is	  true,	  it	  is	  possible	  that	  recording	  studio	  technology	  that	  is	  used	  within	  HM	  productions,	   is	  a	  determining	   factor	   for	   the	  characteristics	  of	  the	   contemporary	   HM	   sound.	   An	   introductory	   example	   perhaps	   is	   the	  development	  of	  the	  Digital	  Audio	  Workstation	  (DAW).	  In	  the	  last	  thirty	  years	  we	  have	   witnessed	   the	   rapid	   development	   in	   digital	   recording,	   growing	   out	   of	  Digidesign’s	   Sound	   Tools	   in	   1989;	   the	   precursor	   to	   the	   now	   industry	   standard	  Avid	  Pro	  Tools.	  Sound	  Tools	  was	  a	   stereo	  audio	  editor	   that	  could	  operate	   in	   real	  time.	   The	   software	   was	   innovative	   at	   the	   time,	   although	   restrictive	   in	   the	   vast	  amount	  of	  time	  it	  would	  take	  to	  render	  audio	  digitally.	  However,	  jump	  forward	  to	  the	  present	  day	  and	  we	  are	  capable	  of	  recording	   limitless	  audio	  simultaneously;	  rendering	   audio	   offline	   (faster	   than	   real-­‐time);	   and	   transporting	   large	   DAW	  sessions	   via	   network.	   Computing	   technology	   has	   defined	  what	   audio	   engineers	  can	  accomplish	  in	  the	  digital	  era.	  The	  same	  can	  be	  said	  for	  recording	  technology	  when	  aligned	  more	  specifically	  with	  HM.	  The	  development	  of	  digital	   technology	  for	   the	   recording	   industry	   defines	  what	   can	   be	   achieved.	   This	   section	   explores	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technology	   that	   has	   influenced	   the	   sound	   of	   contemporary	   HM	   music.	   We	   can	  treat	  HM	  as	  the	  world	  within	  which	  engineers	  work.	  	  Reoccurring	  aspects	  of	  production	  are	  clearly	  supported	  by	  their	  extended	  use	  within	  HM:	  replacement	  and	  sample	  reinforcement	  of	  drums;	  hyperrealism	  of	  performance	   and	   timbre;	   the	   extreme	   quantisation	   of	   rhythmic	   elements;	   and	  dynamics	   processing	   are	   among	   the	   many	   examples	   of	   technology	   based	  processes	  commonplace	  in	  HM	  production.	  These	  processes	  are	  more	  frequently	  used,	   and	   made	   simpler,	   by	   the	   availability	   of	   software	   by	   companies	   like	  Toontrack	  and	  Yellow	  Matter.	  Affordable	  packages	  of	  drum	  samples	  recorded	  by	  world-­‐class	   engineers	   in	   top	   facilities;	   guitar	   amp	   impulses	   modelled	   on	  successful	  HM	  guitarist’s	  sounds;	  and	  master	  bus	  presets	  that	  boast	  ‘All	  you	  need	  for	   Metal’.62	  The	   production	   aesthetics	   that	   musicians	   crave,	   professionals	   and	  amateurs	   alike,	   are	   now	   available	   as	   quick	   and	   easy	   software	   solutions	   that	  require	  little	  or	  no	  applied	  technique,	  experience	  or	  studio	  time.	  Brennan	  (2014)	  described	   the	   ways	   in	   which	   technology	   companies	   ‘fetishize’	   these	   software	  solutions	  by	  promoting	  them	  with	  videos	  of	  the	  software	  being	  created	  and	  used	  in	   exclusive	   recording	   studios,	   by	   renowned	   producers	   and	   engineers.	   These	  processes	  allow	  everyone	  access	   to	   the	  technical	  and	  sonic	  aesthetics,	  discussed	  above,	  that	  are	  synonymous	  with	  the	  production	  of	  a	  contemporary	  HM	  record.	  	  This	   highlights	   development	   linked	   to	   the	   creation	   of	   a	   HM	   record:	   can	  presets	   and	   software	   replace	   the	   creative	   processes,	   and	   sound,	   of	   a	   group	   of	  musicians	  and	  engineers	  in	  a	  studio	  environment	  and,	  what	  impact	  does	  this	  have	  for	   the	   future	   of	  music	  making	   on	   a	  more	   global	   scale?	   Progressive	  metal	   band	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  http://www.toontrack.com/product/ezmix-­‐2-­‐metal-­‐bundle/	  [online]	  accessed	  04/01/2015	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Periphery	  typifies	  the	  argument	  of	  the	  digital	  domain	  versus	  analogue	  recording.	  Periphery’s	   debut	   release	   Periphery	   (2010)	   features	   no	   ‘live’	   drum	   sounds.	  Drummer	   Matt	   Halpern	   used	   a	   Roland	   electric	   drum	   kit	   to	   trigger	   Toontrack	  sample	   libraries.	  63	  	   The	   follow	   up	   record,	   Periphery	   II:	   This	   Time	   It’s	   Personal	  (2012),	   features	  exclusively	   live	  drum	  sounds.	  The	  two	  albums	  exhibit	   the	  same	  form	   of	   musicianship	   and	   virtuosity,	   but	   does	   this	   significant	   change	   in	  instrumental	  and	  production	  choice	  exhibit	  any	  influence	  over	  the	  production	  of	  the	   record	   and	   the	   musical	   output	   of	   the	   band?	   Periphery	   are	   well	   known	   for	  using	   technology	   to	   achieve	   their	   unique	   sound,	   almost	   always	   choosing	   to	   not	  use	  amplifiers	  live	  or	  in	  the	  studio,	  instead	  using	  Fractal	  Audio	  AxeFX	  	  (or	  similar)	  units	  to	  digitally	  amplify	  their	  guitar	  and	  bass	  sounds.	  There	  are	  clear	  advantages	  to	   this	   approach	   including	   reduced	   cost	   and	   technical	   knowledge	   requirements.	  But	   can	   the	   same	   results	   be	   achieved	   by	   removing	   microphones	   and	   analogue	  recording	  stages?	  	  Technology	  developers	  have	  become	   influential	   in	   the	  production	  of	  HM,	  particularly	  software	  developers	  Toontrack,	  since	  the	  release	  of	  the	  Drumkit	  From	  
Hell	  (DfH)	  in	  1999	  (with	  updated	  Superior	  Drummer	  releases	  in	  2005	  and	  2007).	  This	   particular	   drum	   library	   was	   built	   with	   HM	   production	   in	   mind,	   with	   a	  number	   of	   kits	  multi-­‐sampled	   in	   Sweden	   at	   Dug	  Out	   Studios.	   It	   is	   important	   to	  note	  that	  this	  studio	  complex,	  run	  by	  producer	  Daniel	  Bergstrand,	  has	  been	  used	  to	   record	   a	   number	   of	   seminal	   contemporary	   metal	   bands	   including:	   Dimmu	  Borgir;	  Evergrey;	  In	  Flames;	  Meshuggah;	  and	  Strapping	  Young	  Lad.	  Tomas	  Haake	  and	   Fredrik	   Thordendal	   (Drummer	   and	   Guitarist,	   respectively,	   of	   Meshuggah)	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  Live	  drums	  being	  an	  acoustic	  kit	  recorded	  with	  microphones.	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were	   part	   of	   the	   team	   involved	   with	   the	   inception	   of	   the	   DfH	   which	   not	   only	  included	  drum	  samples,	  but	  also	  MIDI	  libraries	  of	  various	  drum	  beats	  and	  groove	  patterns	   to	   allow	   for	   easy	   composition	   for	   those	   musicians	   who	   did	   not	   have	  access	   to	   studio	   facilities	   or	   the	   ability	   to	   record	   the	   full	   sized	   drum	   kits	   often	  required	   for	  HM.	   Since	   the	   initial	   software	   release	  Toontrack	  have	   released	   the	  aforementioned	  Superior	  Drummer	  and	  they	  continue	  to	  release	  frequent	  sample	  packs	   and	  preset	   updates	   that	   have	  been	  designed	  by	  numerous	  HM	  producers	  (Andy	   Sneap;	   Daniel	   Bergstrand;	   Jason	   Suecof;	   Misha	   ‘Bulb’	   Mansoor;	   Randy	  Staub;	   and	  many	  more).	   The	   success	   of	   this	   software	   is	   visible	   not	   only	   by	   its	  popularity	  with	  project	   studio	   composers	   but	   also	  with	  mainstream	  HM	  artists.	  Devin	   Townsend	   used	   the	   DfH	   exclusively	   on	   Ziltoid	   The	   Omniscient	   (2007),	  Meshuggah	   used	   the	  DfH	   for	   all	   drum	   sounds	   on	  Catch	  ThirtyThree	   (2005)	   and	  Agoraphobic	   Nosebleed’s	   Agorapocalypse	   (2009)	   featured	   a	   fully	   programmed	  drum	   track.	   Steven	  Slate	  Drums	   is	   also	   another	   popular	   sample	   pack	   and	   drum	  replacement	   package	   that	   encompasses	   samples	   designed	   and	   recorded	   by	   a	  number	  of	   successful	  HM	  and	  Rock	  producers	   including:	  Chris	  Lord-­‐Alge;	  David	  Bendeth;	  and	  Terry	  Date.	  The	   success	   of	   these	   software	   packages	   has	   become	   an	   increasingly	  influential	   factor	   in	  HM	  production.	  Toontrack	  now	  offers	   a	   line	   of	   products,	   as	  well	   as	   Superior	  Drummer	   (the	   big	   brother	   to	   the	  EZDrummer	   line	  which	   hosts	  DfH),	   under	   the	  EZMix	   name.	   These	   plugins	   put	   signal	   chain	   presets	   created	   by	  world-­‐class	   engineers	   and	   artists	   (Andy	   Sneap;	   Michael	   Keene;	   Misha	   ‘Bulb’	  Mansoor;	   Nolly	   Getgood;	   Randy	   Staub;	   and	  more)	   into	   the	   hands	   of	   the	   public.	  Arguably	   these	   tools	   allow	   those	   unfortunate	   enough	   to	   not	   have	   access	   to	   the	  same	   kind	   of	   technology	   as	   working	   producers	   and	   engineers,	   or	   the	   technical	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know	  how,	  to	  get	  closer	  to	  the	  results	  they	  strive	  for.	  For	  songwriters	  the	  artistic	  vision	  is	  now	  easy	  to	  reach,	  however,	  does	  this	  now	  prevent	  HM	  production	  from	  being	   a	   cognitive	   process?	   If	   the	   quintessential	   kick	   drum	   or	   guitar	   sound	   is	  available	   by	   installing	   software	   and	   selecting	   a	   preset,	   is	   there	   any	   future	   in	  developing	  recorded	  HM	  music?	  	  	  
3.4 Mix	  Considerations	  &	  Challenges	  When	   recording,	   producing,	   or	   mixing	   HM,	   the	   considerations	   examined	   above	  and	  the	  way	  in	  which	  precision	  within	  the	  genre	  dictate	  certain	  approaches,	  has	  culminated	  in	  a	  collection	  of	  sonic	  aesthetics	  that	  are	  typical	  of	  contemporary	  HM	  records.	   Most	   importantly	   for	   this	   study,	   are	   these	   aesthetics	   a	   technological	  construction	  that	  is	  now	  defining	  of	  how	  HM	  is	  engineered	  and	  produced?	  	  Friesen	   and	   Epstein	   (1994)	   introduce	   the	   problem	   of	   HM	   production	  aesthetics	  as	  an	  art	  form	  and	  relate	  this	  to	  the	  sociological	  studies	  that	  dominate	  the	  study	  of	  the	  HM.	  While	  not	  explicitly	  concerned	  with	  the	  technicalities	  of	  HM	  production,	  they	  set	  out	  to	  define	  HM	  as	  a	  ‘result	  of	  specific,	  socially	  constructed	  definitions	  which	   serve	   to	  delineate	  what	  HM	   is,	   and	   conversely,	  what	   it	   is	   not’	  (p.1).	   If	   this	   is	   true,	   the	  presence	  of	  a	  social	  construction,	   technology,	  within	  the	  music	  production	  process	  could	  be	  said	  to	  be	  a	  defining	  factor	  of	  how	  HM’s	  sound	  has	  come	  into	  being.	  The	  authors	  suggest	  a	  form	  of	  antonymic	  relationship	  here;	  HM	  music	  defined	  by	  what	  it	  is	  not.	  Perhaps	  this	  relates	  to	  Turner	  (2009)	  and	  his	  suggestion	  that	  HM	  music	  can	  be	  a	  product	  of	  extreme	  production	  techniques	  that	  would	  not	  make	  sense	  applied	  elsewhere.	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HM	  production	   therefore	   could	  be	   seen,	   theoretically,	   to	  be	  as	  much	  of	   a	  product	   of	   the	   methods	   that	   are	   not	   used,	   than	   of	   those	   that	   are	   commonly	  applied.	   Friesen	   and	   Epstein’s	   production	   is	   ultimately	   a	   deconstruction	   of	   the	  musical	  elements	  that	  make	  up	  HM’s	  sound:	  syncopation;	  rhythm;	  the	  guitar	  solo;	  and	   musical	   deviation.	   It	   is	   worth	   noting	   that	   this	   article	   was	   published	   two	  decades	  ago,	  which	  predates	  the	  platform	  that	  the	  AoRP	  journal	  provides	  for	  the	  study	   of	   record	   production.	   The	   understanding	   of	   production	   has	   obviously	  evolved,	   both	   in	   academic	   approaches	   and	   socio-­‐cultural	   contexts.	   Within	   the	  context	   of	   this	   study,	   the	   central	   concept	   that	   this	   article	   presents,	   HM	   as	   a	  construction	   of	   aesthetical	   conventions,	   and	   the	   lack	   of	   consideration	   for	  production	   as	   a	   technological	   process,	   suggest	   the	   need	   for	   exploration	   of	   the	  technological	   processes	   that	   lead	   to	   the	   musical	   production	   of	   HM.	   If	   HM	   is	   a	  construction	   of	   aesthetical	   conventions,	   could	   it	   be	   true	   that	   HM	   production	  aesthetics	  are	  also	  defined	  by	  the	  same	  constructions?	  It	  would	  seem	  more	  likely	  that	   constructions	  would	   inform	   the	   type	   of	   relationship	   HM	  music	   production	  has	  with	  the	  technology	  used	  to	  aid	  the	  process.	  The	   sonic	   aesthetics	   of	   HM	   in	   the	   present	   are,	   although	   related,	   quite	  different	  from	  the	  production	  values	  of	  early	  Black	  Sabbath	  records;	  the	  presence	  of	  raw	  and	  human	  qualities	  on	  these	  recordings,	  which	  could	  be	  the	  appearance	  of	  imperfections,	   defined	   the	   sound	   of	   these	   records.	   For	   example,	   consider	   the	  opening	   guitar	   chords	   (0:00	   –	   0:52)	   of	   ‘Warpigs’	   from	   Paranoid	   (1971).	   Each	  chord	   begins	   to	   feedback	   and	   fluctuate	   pitch	   as	   it	   decays,	   the	   antithesis	   of	  Meshuggah’s	  super-­‐human	  approach	  to	  guitar	  production.	  The	  opening	  of	  ‘Do	  Not	  Look	   Down’	   from	  Koloss	   (2012)	   is	   an	   example	   of	  Meshuggah’s	   highly	   technical	  approach	   to	   production	   aesthetics	   and	   timbral	   design,	   that	   influences	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compositional	  strategy.	  The	  opening	  bars	  of	  this	  song	  (0:00	  –	  0:25)	  exemplify	  the	  extended	  use	  of	  noise	  gates	  and	  waveform	  edits	  to	  accentuate	  the	  staccato	  palm	  muting,	   which	   in	   turn	   compliments	   the	   complexity	   of	   rhythmic	   patterns	   being	  performed.64	  	  Due	   to	   the	   intensity	   of	   contemporary	   HM	   music,	   Meshuggah	   being	   an	  extreme	  example,	  both	   in	   terms	  of	  production	  and	  musical	  syntax,	   there	   is	   little	  room	   for	   manoeuvre	   when	   approaching	   a	   mix	   that	   could	   be	   described	   an	  intelligible.	  Kennedy	   (2012)	   supports	   this	   problem	  of	   intelligibility	   in	   a	  musical	  deconstruction	  of	  BTBAM’s	  Colors	  (2007):	  
During	  ‘Foam	  Born	  (A)	  the	  Backtrack’	  at	  1:51,	  BTBAM	  unleash	  their	  first	  example	  of	  what	  can	   be	   heard	   as	   noise	   on	  Colors.	  With	   the	   drums	  playing	   a	   blastbeat,	   a	   distorted	   guitar	  tremolo	  picking	  chords,	  the	  other	  distorted	  guitar	  arpeggiating	  chords	  in	  a	  high	  register,	  and	  the	  bass	  occupying	  the	  low	  end,	  a	  listener	  could	  be	  forgiven	  for	  hearing	  this	  timbral	  density	  as	  noise.	  In	  addition,	  Rogers’	  vocals	  have	  been	  layered	  so	  that	  there	  is	  a	  sung	  vocal	  holding	  a	  note,	  placed	  on	  top	  of	  a	  screamed	  vocal,	  with	  Rogers	  beginning	  his	  next,	  growled	  vocal	  midway	  through	  the	  held	  notes.	  The	  texture	  created	  is	  much	  thicker	  than	  anything	  heard	  to	   that	  point,	  and	   is	  diametrically	  opposed	  to	   the	  solo	  piano	  that	  begins	   the	  track	  (0:00).	  (p.18)	  BTBAM	  are	  another	  example,	  similar	  to	  Meshuggah,	  of	  a	  contemporary	  HM	  artist,	  also	   classified	   as	   progressive	   or	   technical	   HM,	   whose	   extreme	   musical	   syntax	  presents	  a	  problem	  for	  producers	  when	  trying	  to	  achieve	  intelligibility.	  Kennedy	  discusses	   this	   in	   terms	  of	   the	  musical	   texture	  being	   ‘thick’;	   this	   is	  seemingly	   the	  result	   of	   a	   number	   of	   extreme	   performance	   techniques	   that	   fill	   the	   audible	  spectrum.	  	  	  This	  extremity	  is	  an	  aspect	  of	  HM	  that	  contemporary	  producers	  now	  face.	  Compared	   to	   the	   work	   of	   Tom	   Allom,	   engineer	   on	   Black	   Sabbath	   (1970)	   and	  
Paranoid	   (1970),	   the	   production	   process	   is	   now	   seemingly	   linked	   to	   the	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
64	  Palm	  muting	  is	  the	  use	  of	  the	  palm	  of	  the	  hand	  to	  mute	  the	  strings	  of	  the	  guitar	  whilst	  simultaneously	  picking	  to	  create	  a	  muted,	  aggressive	  sound.	  It	  is	  also	  used	  to	  accentuate	  staccato	  playing	  styles	  applying	  emphasis	  to	  the	  rests	  in	  between	  notes	  and	  syncopation.	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technicality	   implied	  by	  modern	  HM	  music.	  For	  engineers	   like	  Allom,	  the	  process	  was	   technologically	   experimental	   at	   best.	   In	   an	   interview	   for	   the	   website	  
www.recordproduction.com	   Allom	   suggests	   that	   whilst	   recording	   the	   drums	   for	  
Black	  Sabbath	  he	  used	  an	  unusual	  technique:	  stereo.	  When	  recording	  the	  drums,	  Allom	  implemented	  a	  ‘pair	  of	  Neumann	  64s	  as	  overheads’	  (9:45).65	  This	  highlights	  the	   relative	   simplicity	   early	   HM	   records	   displayed	   in	   terms	   of	   production	  techniques.	   Obviously	   this	   was	   due	   to	   technological	   factors	   being	   limiting	  (although	   these	   potentially	   may	   not	   have	   been	   limiting	   at	   the	   time)	   but,	   in	  essence,	   a	   typical	   HM	   album	   released	   in	   the	   present	   day	  will	   feature	   the	   same	  instrumentation	  and	  spatial	  presentation	  as	  these	  early	  works;	  it	  is	  the	  perception	  of	  what	  the	  recorded	  artefact	  should	  sound	  like	  that	  has	  changed.	  Allom’s	  work	  is	  further	  explored	  in	  an	  interview	  conducted	  by	  the	  author	  later	  in	  this	  thesis.	  	  This	  simplicity	  is	  directly	  contrasted	  by	  Mynett	  (2012)	  who	  highlights	  the	  problem,	   created	   by	   constructions	   of	   complexity	   within	   HM,	   with	   issues	   of	  separation	  in	  contemporary	  HM	  mixes.	  This	  is	  also	  noticeably	  affected	  by	  the	  way	  in	  which	  mixes	  are	  approached	  with	  precision:	  
[…]	   separation	   techniques	   therefore	   need	   to	   be	   employed.	   These	   techniques	   include	  focussing	   on	   attenuation	   rather	   than	   amplification,	   the	   use	   of	   high	   pass	   and	   low	   pass	  filters,	  avoidance	  of	  simultaneous	  amplification	  or	  attenuation	  of	  the	  same	  frequency	  on	  multiple	  instruments,	  the	  attenuation	  of	  frequencies	  on	  masking	  instruments	  rather	  than	  amplification	  of	  the	  same	  to	  the	  sound	  being	  equalised,	  and	  mirrored	  equalisation	  choices	  whereby	   the	   amplification	   of	   a	   certain	   frequency	   on	   one	   sound	   is	   mirrored	   with	   the	  attenuation	  of	  the	  same	  frequency	  on	  another	  relevant	  sound.	  (p.7)	  In	  short,	  the	  challenges	  that	  modern	  HM	  production	  techniques	  present	  engineers	  and	  producers	  can	  be	  reduced	  to	  a	  series	  of	  considerations:	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
65	  http://blip.tv/recordproduction/tom-­‐allom-­‐video-­‐interview-­‐at-­‐mark-­‐knopfler-­‐s-­‐studio-­‐5858561	  [online]	  accessed	  01/10/2013	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• The	  clear	  presentation	  of	  each	  instrumental	  element,	  which	  more	  often	  than	  not	  will	  present	  abnormal	   frequency	  content	   (down	  tuned	  and	  distorted	  guitars	   for	  instance);	  
• Maintained	  levels	  of	  ‘sonic	  weight’	  (Mynett,	  2012)	  through	  attenuation,	  dynamics	  processing	  and	  extreme	  equalisation	  and	  filtering	  (Turner,	  2009);	  and	  
• The	  importance	  of	  precision	  separation	  with	  regard	  to	  collective	  frequency.	  It	   must	   be	   made	   clear	   that	   the	   technology	   discussed	   above	   is	   innovative	   and	  extremely	   useful	   for	   producers	   and	   musicians	   alike,	   in	   line	   with	   the	   reasons	  outlined	   above;	   limited	   access	   to	   recording	   spaces,	   instruments	   and	   recording	  technology.	   But	   to	   what	   extent	   does	   widely	   available	   consumer	   technology	  predetermine	  how	  audiences	   expect	  HM	   to	   sound	   (Katz,	   2010)?	   If	   the	   tools	   are	  now	  in	  the	  hands	  of	  the	  audience,	  and	  the	  romantic	  notion	  of	  the	  recording	  studio	  as	   a	   sacred	   place	   (‘temples	   of	   sound’	   Théberge:	   in	   Frith	   and	   Zagorski-­‐Thomas	  2012,	   p.79)	   is	   removed,	   is	   recorded	   HM	   music	   no	   longer	   an	   art	   form	   that	   is	  defined	   by	   the	   space	   and	   performance	   but	   merely	   by	   the	   technology	   used	   to	  produce	  it?	   	  	  
3.5 Summary	  This	  chapter	  has	  presented	  the	  literature	  that	  surrounds,	  analyses,	  and	  attempts	  to	  define	  HM	  music	  and	  its	  socio-­‐cultural	  impact,	  musicological	  meaning,	  and	  the	  challenges	  it	  presents.	  Seminal	  academic	  works	  have	  been	  reviewed	  and	  the	  field	  of	  Metal	  Studies	  has	  been	  presented.	  It	  is	  clear	  that	  HM	  music	  evokes	  sociological	  study	  due	   to	   the	  passionate	  nature	  of,	  not	  only	   the	  music	   itself,	  but	  also	   the	   fan	  subcultures	  that	  surround	  it;	  and	  the	  varying	  socio-­‐cultural	  context	  found	  within	  the	  music’s	  themes	  and	  lyrics.	  	  Reviewing	  the	  current	  literature	  that	  focuses	  on	  HM	  record	  production	  has	  identified	   that,	  whilst	   limited,	   the	   field	   is	   increasing	   in	   popularity.	   The	  work	   of	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Mynett	   (2012,	   2013);	   Mynett	   et	   al.	   (2009,	   2010,	   2011);	   Reyes	   (2008);	   Turner	  (2009)	   and	  Williams	   (2015)	   present	   the	   challenges	   that	   record	   producers	   face	  when	  working	  with	  HM	  music.	  While	  these	  studies	  approach	  HM	  production	  from	  very	  different	  perspectives,	  they	  highlight	  the	  shift,	  identified	  by	  the	  Metal	  Studies	  field,	   from	   macro	   to	   micro-­‐scale	   research.	   This	   type	   of	   research	   highlights	  production	   as	   an	   important	   aspect	   of	   understanding	   HM	   on	   a	   sociological	   and	  musicological	   level.	  It	  also	  identifies	  that	  there	  is	  a	  significant	  gap	  in	  the	  current	  research.	   The	   most	   recent	   literature	   highlights	   process	   to	   minute	   details;	  subcultural	  preferences	   to	  production;	   and	   the	  process	  of	   individual	  HM	  record	  producers.	   This	   study	   aims	   to	   place	   itself	   in	   between	   an	   analysis	   of	   production	  methods,	   construction	   of	   production	  methodologies	   and,	   the	   phenomenological	  perspectives	   of	   music	   technology’s	   influence.	   It	   is	   suggested	   by	   the	   current	  literature	   that,	   whilst	   we	   know	   what	   HM	   producers	   do,	   we	   perhaps	   do	   not	  understand	   the	   reasons	   for	   doing	   this	   and	  what	   their	   experience	   of	   technology	  means	  whilst	  producing	  HM	  music.	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4 Methodology	  The	   following	   chapter	   explores	   both	   the	   philosophical	   and	   methodological	  approaches	  to	  research;	  and	  the	  phenomenological	  design	  this	  study	  has	  adopted	  to	   answer	   the	   research	   question:	   How	   has	   the	   development	   of	   technology	  influenced	   recorded	   HM	   music?	   To	   answer	   this	   question,	   semi-­‐structured	   in-­‐depth	   interviews	   took	   place	   with	   seven	   record	   producers	   who	   work	   almost	  exclusively	  with	   HM	   artists,	   or	   have	   significant	   credits	   within	   the	   genre.	   These	  interviews	   have	   been	   coded	   adhering	   to	   the	   process	   of	   Interpretative	  
Phenomenological	  Analysis	  (IPA)	  to	  reveal	  recurrent	  themes	  in	  HM	  production,	  as	  interpreted	  by	  the	  participants.	  	  Consideration	   of	   philosophical	   practice	   is	   first	   discussed	   to	   establish	   the	  epistemological	   view	   this	   study	   adopts.	   Four	   philosophical	   paradigms	   are	  discussed	  in	  terms	  of	  their	  origins,	  epistemology	  and	  suitability;	  this	  also	  provides	  insight	   as	   to	   whether	   or	   not	   they	   contribute	   to	   the	   study’s	   epistemological	  position.	   Common	   approaches	   to	   research	   are	   outlined	   and	   judged	   on	   their	  suitability	   for	   the	   study.	  The	   chosen	  approach	   is	   explored	   through	   the	  different	  strategies	   employed	   within	   its	   practical	   application,	   exploring	   the	   use,	   and	  suitability,	   of	   IPA	   (as	   per	   Smith,	   Flower	   and	   Larkin,	   2009)	   as	   a	  method	   of	   data	  analysis	   for	   the	  study.	   	  This	  method	   for	  data	  collection	  and	  analysis	   is	  outlined;	  with	  justification	  for	  sampling	  methods	  used;	  and	  the	  theoretical	  appropriation	  of	  techniques	   for	   interviewing.	   Finally	   ethical	   considerations	   for	   research	   are	  reviewed.	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4.1 Philosophical	  Considerations	  To	  approach	  the	  assumptions	  that	  arise,	  in	  relation	  to	  the	  research	  question	  that	  binds	  this	  thesis,	  it	  is	  critical	  to	  outline	  the	  philosophical	  paradigms	  that	  underpin	  the	   research;	   something	   that	   Creswell	   calls	   ‘Philosophical	   Worldviews’	   (2013,	  p.5).	   For	   Creswell,	   the	   philosophical	   worldview	   is	   an	   encompassing	   term	  describing	   the	   collective	   philosophical	   views	   the	   researcher	   employs.	   This	  informs	  the	  research	  method	  applied	  but	  also	  the	  way	  in	  which	  the	  research	  data	  is	   interpreted.	   Within	   Creswell’s	   construction	   of	   worldviews	   there	   are	   four	  unique	   perspectives:	   Constructivism;	   Post-­‐Positivism;	   Pragmatism;	   and	  Transformative	  (p.6).	  These	  four	  perspectives	  are	  explored	  below	  using	  Creswell	  (2013)	  as	  a	  point	  of	  departure,	  outlining	  each	  worldviews	  suitability	  and	  relation	  to	  the	  epistemological	  view	  of	  this	  study.	  	  	  
4.1.1 Transformative	  Worldviews	  Transformative	  worldviews	  are	  a	  fairly	  recent	  addition	  to	  approaches	  to	  research.	  Also	   known	   as	   advocacy,	   emphasis	   is	   placed	   upon	   a	   philosophy	   that	   Creswell	  (2013)	   calls	  marginalised	  groups	  of	   society.	  This	   can	  manifest	   itself	   in	   research	  that	   focuses	  on	   inequality	   in	  disability,	  economic	  backgrounds,	  gender	  and	  race,	  amongst	   other	   marginalised	   groups.	   The	   process	   often	   includes	   an	   agenda	   to	  improve	   quality	   of	   life	   for	   the	   participants	   and	   can	   be	   seen	   as	   collaborative	   in	  approach,	   closely	   linking	   researcher	   and	   participants.	   Within	   the	   study	   of	   HM	  music	   field	   this	  approach	  has	  a	  unique	  presence,	  with	  studies	  of	  geography	  and	  economy	  (Cope,	  2010),	  gender,	  power,	  and	  subcultures	  (Walser,	  1993;	  Weinstein,	  2000;	   Kresnke	   et	   al.	   2000;	   Kahn-­‐Harris,	   2011)	   that	  would	   suggest	   the	   use	   of	   a	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transformative	  approach	  when	  linking	  cultural	  movements	  with	  artistic	  practise.	  The	   purpose	   of	   this	   research,	   however,	   is	   not	   to	   strive	   for	   any	   fundamental	  change,	   but	   simply	   to	   understand	   the	   phenomenological	   approach	   towards	  HM	  record	  production,	  whilst	  contextualising	  the	  recorded	  music	  to	  generate	  links	  in	  the	  socio-­‐cultural,	  artistic	  and	  industrial.	  	  	  
4.1.2 Pragmatic	  Worldviews	  Pragmatism	  is	  an	  American	  philosophical	  concept,	  often	  stated	  to	  have	  formed	  in	  the	   late	   19th	   Century.	   Pragmatists	   will	   use	   ‘pluralistic	   approaches	   to	   derive	  knowledge	  about	  the	  problem’	  (Creswell,	  2013,	  p.11).	  This	  suggests	  that	  there	  is	  more	   than	  one	  way	   to	  understand	  and	  conceptualise	   the	   subject	  of	   research,	   as	  well	   as	   presenting	   research	   as	   a	   statement	   of	   fact	   through	   practicality.	  William	  James’	  (2014)	  Pragmatism	  is	  a	  collection	  of	  lectures	  on	  pragmatic	  philosophy	  and	  is	   considered	   to	   be	   the	   foundation	   of	   this	  worldview,	   heavily	   influenced	   by	   the	  work	   of	   Peirce	   (1905).	   These	   foundations	   set	   out	   the	   pluralistic	   approach	  suggesting	   that	   the	   world	   and	   reality	   we	   experience	   is	   not	   simply	   constructed	  within	   the	  mind;	   it	   exists	   outside	  of	   the	  mind.	  Pragmatism	  accepts	   that	   truth	   is	  formed	  through	  the	  agreement,	  or	  disagreement,	  with	  reality.66	  	  This	  acceptance	  can	  also	  be	  described	  thus:	  
Pragmatic	   clarification	   disambiguates	   the	   question,	   and	   once	   that	   is	   done,	   all	   dispute	  comes	  to	  an	  end.	  The	  ‘pragmatic	  method’	  promises	  to	  eliminate	  all	  apparently	  irresoluble	  metaphysical	  disputes.67	  (n.p)	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
66	  http://www.gutenberg.org/files/5117/5117-­‐h/5117-­‐h.htm	  [online]	  accessed	  25/05/2015	  Williams	  presents	  further	  thought	  in,	  a	  sequel	  to	  his	  original	  work,	  entitled	  The	  Meaning	  of	  Truth	  (1909)	  67	  http://plato.stanford.edu/entries/pragmatism/#PraPra	  [online]	  accessed	  25/05/2015	  
	  	   148	  
This	   form	   of	   approach	   tends	   to	   adopt	  mixed	  methods	   research,	   using	   different	  techniques	   to	   retrieve	   as	   much	   data	   as	   possible	   about	   a	   certain	   problem	  (sometimes	  both	  quantitative	  and	  qualitative	  methods).	  	  Whilst	   a	   pragmatic	   approach	   could	   provide	   a	   definitive	   answer	   to	   the	  research	  question	  at	  the	  centre	  of	  this	  thesis,	  it	  could	  also	  potentially	  limit	  the	  any	  outcomes.	   By	   working	   towards	   an	   absolute,	   or	   the	   above	   disambiguation,	  pragmatism	   could	   negate	   the	   multifaceted	   outcome	   that	   phenomenological	  studies	  provide.	  The	  strength	  of	  the	  research	  question	  lies	  in	  embracing	  a	  degree	  of	   ambiguity	  and	   the	   readiness	   to	   collect	   rich	  data	  and	  a	  wealth	  of	   information,	  albeit	   from	  one	  particular	  method	  of	  research.	  This	  ambiguity	   further	  highlights	  the	   timeliness	   of	   this	   research.	  With	  multiple	   participants	  presenting	   their	   own	  version	   of	   a	   phenomenological	   truth,	   and	   in	   turn	   being	   interpreted	   by	   the	  researcher,	   this	   research	   cannot	   rely	   on	   a	   purely	   matter-­‐of-­‐fact	   view.	   The	  research	  question	  suggests	  numerous	  influential	  parties	  upon,	  not	  only	  recorded	  HM,	   but	   also	   technological	   development	   and	   it	   is	   the	   interpretation	   of	   each	   of	  these	  socio-­‐cultural	  influences	  that	  negates	  following	  a	  pragmatic	  path.	  	  	  
4.1.3 Positivist	  and	  Post-­‐Positivist	  Worldviews	  Positivist	  philosophy	  dates	  back	  to	  the	  early	  part	  of	  the	  twentieth	  century,	  formed	  by	  the	  physicist	  Moritz	  Schlick	  and	  the	  discussion	  group,	  the	  Vienna	  Circle.	  Their	  logical	  positivism	  model	  suggested	  that:	  
Meaningfulness	  (or	  cognitive	  significance)	  was	  strictly	  defined	  as	  being	  attributable	  only	  to	  those	  statements	  which	  are	  analytic	  […]	  or	  synthetic	  (factual	  statements	  which	  may	  be	  verified	  or	  falsified	  by	  evidence)	  (Caldwell,	  2003,	  p.13).	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By	   this	  admission,	  positivists	  do	  not	   consider	   the	  metaphysical	  meaningful	   as	   it	  cannot	   be	   analytic	   (a	   self-­‐reinforced	   truth)	   or	   the	   subject	   of	   empirical	   testing.	  Positivist	   philosophy	   adopts	   a	   seemingly	   binary	   outlook.	   Post-­‐positivism,	   as	   a	  critique	   of	   positivism,	   recognises	   that	   the	   subject	   of	   the	   research	   and	   the	  researcher	   can	   indeed	   be	   influenced	   by	   each	   other,	   as	  well	   as	   accepting	   that	   ‘a	  reality	   does	   exist,	   but	   consider	   that	   it	   can	   be	   known	   only	   imperfectly	   and	  probabilistically	   because	   of	   the	   researcher’s	   limitations’	   (Robson,	   2002	   p.27).	  	  This	   demonstrates	   a	   slightly	   less	   binary	   view	  whilst	   still	   adhering	   to	   the	   same,	  albeit	  detached,	  end	  goal	  as	  traditional	  positivism.	  	  	  	  Post-­‐Positivists’	   research	   is	   similarly	   based	   in	   scientific	   methods,	   more	  often	  aligned	  with	  quantitative	  research	  methodology.	  In	  opposition	  to	  the	  views	  of	   constructivists,	   the	   post-­‐positivist	   approach	   requires	   empirical	   testing	   of	  hypotheses,	  in	  smaller,	  controlled	  data	  sets;	  the	  research	  will	  always	  begin	  with	  a	  theory.	   In	   relation	   to	   the	   research	   contained	   within	   this	   thesis,	   there	   is	   a	  contextual	  element	  (described	  in	  previous	  chapters)	  that	  allows	  for	  assumptions	  to	  be	  made	  but	  no	  presence	  of	  a	  theory	  to	  test,	  in	  regards	  to	  production	  aesthetics.	  Creswell	   (2013)	   highlights	   that	   the	   goal	   of	   post-­‐positivist	   theory	   is	   a	  “measurement	  of	   the	  objective	   reality	   that	   exists	   ‘out	   there’	   in	   the	  world”	   (p.7),	  which	  negates	  the	  subjectivity	  of	  social-­‐constructivism.	  Tiles	  and	  Oberdiek	  (1995)	  address	   the	   issue	   of	   reductionist	   approaches,	   which	   are	   encompassed	   by	   post-­‐positivism,	  with	  regards	  to	  cultural	  relationships	  with	  technology:	  
This	  reductionist	  move	  ignores	  the	  factors	  that	  make	  the	  difference	  between	  a	  pile	  of	  junk	  and	   a	   technological	   device.	   A	   windmill	   with	   its	   sail	   is	   nothing	   more	   than	   a	   quaint	  adornment	  to	  the	  landscape	  until	  situated	  in	  a	  culture	  dependent	  on	  wind	  power	  and	  the	  organization	   of	   other	   bits	   of	   machinery	   necessary	   for	   using	   it	   to	   grind	   corn	   or	   pump	  water.	  (p.54)	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4.1.4 Constructivist	  Worldviews	  Constructivism	   relies	   upon	   an	   individuals	   attempt	   to	   understand	   the	   world	   in	  which	   they	   exist.	   It	   also	   implies	   that	   the	   subject,	   and	   the	   world	   that	   they	  understand	   through	   interpretation,	   is	   created	   through	   this	   process.	   This	  relationship	   extends	   into	   social-­‐constructivism	   through	   the	   inclusion	   of	  experience,	   and	   the	   ‘historical	   and	   cultural	   norms	   that	   operate	   in	   individuals’	  lives’	  (Creswell,	  2013,	  p.8).	  This	  research	  draws	  attention	  to	  the	  way	  in	  which	  HM	  record	  production	  is	  related	  to,	  through	  the	  views	  of	  record	  producers	  and	  their	  subjective	   interpretations	   of,	   technological	   objects;	   as	  well	   as	   their	   experiences	  and	  interactions	  with	  these	  objects.	  In	  this	  case,	  the	  world	  is	  recorded	  HM	  music	  and	  the	  processes	  in	  which	  it	  is	  created.	  	  The	   key	   focus	   of	   this	   study	   is	   to	   reveal	   the	   personal	   interpretations	   of	  technology	  used	  to	  record	  HM	  music	  to	  assess	  whether	  or	  not	  it	  has	  agency	  over	  the	   musical	   artefact.	   Butler-­‐Kisber	   defines	   this	   inductive	   process	   as	   the	  acceptance	   ‘that	   there	   are	   multiple	   ways	   of	   understanding/knowing	   the	   world	  that	   are	   always	   constituted	   and	   contextually	   independent’	   (2010,	   p.7).	  Hammersley	  describes	  this	  to	  be	  an	  active	  process	  “in	  which	  anything	  apparently	  ‘given’	   is	   actually	   a	   product	   of	   processes	   of	   selection	   and	   construction”	   (2013,	  p.35),	  and	  it	  is	  also	  suggested	  that	  the	  active	  process	  is	  vital	  for	  the	  researcher:	  
It	  is	  insisted	  that	  we	  must	  not	  be	  misled	  by	  appearances	  into	  forgetting	  that	  such	  objects	  owe	  their	  existence	  and	  their	  ‘character’	  to	  the	  constitutive	  process	  that	  generated	  them.	  (2013,	  p.36)	  The	  technological	  object	   is	  a	  product	  of	  construction,	  much	   like	  recorded	  HM	  as	  this	  study’s	  focus,	  and	  is	  therefore	  also	  a	  product	  of	  an	  inductive	  process,	  one	  that	  creates	  its	  character.	  The	  use	  of	  specific	  technology,	  or	  its	  use	  in	  specific	  ways,	  to	  shape	  the	  sound	  of	  HM	  music	  is	  a	  reflection	  of	  Hamersley’s	  ‘character’.	  It	  could	  be	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said	   that	   recorded	   HM	   has	   become	   a	   constitutive	   process	   that	   has	   generated	  specific	  technological	  objects,	  processes,	  and	  outcomes.	  	  	  	  Significant	   to	   the	   constructivist	   approach	   is	   that	   this	   research	  encompasses	  a	   life	   setting,	   the	   recording	   studio.	   Jean	  Lave	   (1991)	   suggests	   that	  research	   that	   encompasses	   a	   life	   setting	   is	   appropriated	   to	   situated	   social	  practice,	   an	   acknowledgement	   of	   ‘interdependency	   of	   agent	   and	  world,	   activity,	  meaning	   cognition,	   learning,	   and	   knowing’	   (p.67).	   This	   interdependency	   is	   the	  result	  of	  ‘relations	  among	  people	  engaged	  in	  activity	  in,	  with,	  and	  arising	  from	  the	  socially	   and	   culturally	   structured	  world’	   (p.67);	   something	   that	   is	   reinforced	  by	  Lave	   and	   Wenger	   (1991).	   Life	   setting,	   situation,	   and	   experience	   frame	   the	  recording	   studio	   and	   the	   technology	   used	  within	   it,	   informing	   interdependency	  whilst	   grounding	   this	   research	   in	   constructivism,	   or	   more	   precisely	   social-­‐constructivism.	  	  	  It	   is	   also	   important	   to	   note	   that	   this	   research	   considers	   the	   biographical	  context	  of	  the	  participants,	  as	  it	  impacts	  on	  the	  interpretation	  of	  the	  dataset.	  This	  approach	   could	   lead	   to	   further	   understanding	   of	   patterns	   of	   specific	   processes	  applied	  within	  the	  recording	  studio	  environment	  and	  why	  they	  are	  applied.	  	  
4.1.5 Epistemology	  	  Section	  4.1	  has	  explored	  the	  varied	  philosophical	  paradigms	  of	  research	  and	  the	  epistemological	   worldviews	   that	   are	   commonly	   aligned	   with	   social	   science	  research.	   By	   defining	   how	   the	   subject	  matter	   of	   this	   research	   aligns	   itself	   with	  philosophical	   frameworks,	   this	   research	   now	   has	   an	   epistemological	   voice.	   To	  answer	   the	   research	   question,	   ‘How	   has	   the	   development	   of	   technology	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influenced	   recorded	   HM	   music?’	   this	   research	   follows	   a	   social-­‐constructivist	  approach	   considering	   the	   importance	   of	   the	   life	   experiences	   of	   its	   participants.	  The	   research	   seeks	   an	   ‘understanding	   of	   the	   world’	   (Creswell,	   2013,	   p.8),	   the	  world	   being	   recorded	   HM	   music,	   through	   the	   development	   of	   meaning	   by	   the	  individuals	  who	  produce	  it.	  	  
4.2 Approaches	  to	  Research	  	  Having	   outlined	   the	   research	   question	   that	   has	   emerged	   from	   the	   previous	  chapters’	   exploration	  of	   technological	   influence	  over,	   specifically,	  HM,	  and	  more	  broadly,	  the	  Arts	  within	  society,	  the	  method	  of	  inquiry	  must	  now	  be	  determined.	  The	  following	  section	  explores	  the	  different	  approaches	  to	  research.	  To	  determine	  an	   appropriate	   method	   these	   approaches	   must	   be	   considered.	   Three	   clear	  approaches	   of	   methodology	   exist:	   quantitative;	   qualitative;	   and	   mixed	   method	  research.	  	  	  
4.2.1 Quantitative	  Research	  Quantitative	   research	   is	   most	   commonly	   aligned	   with	   a	   process	   that	   identifies	  hypotheses	  and	  deduces	   results	   through	  a	   refined	  and	  predetermined	  approach	  and	   ‘tends	   to	   emphasize	   that	   there	   is	   a	   common	   reality	   on	   which	   people	   can	  agree’	   (Newman,	   1998,	   p.2).	   Graziano	   and	   Raulin	   (2013)	   define	   quantitative	  methods	  as	  ‘process	  of	  inquiry	  –	  a	  particular	  way	  of	  thinking’	  (p.6).	  	  It	  grew	  out	  of	  the	  desire	   to	  mirror	   the	  advances	  made	   in	   the	  natural	   sciences,	  namely	  physics	  and	  chemistry.	  The	  aim	  for	  the	  social	  sciences	  was	  to	  replicate	  the	  methods	  used	  by	  these	  disciplines	  to	  further	  contribute	  to	  knowledge.	  	  Punch	  (2013)	  identifies,	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albeit	   in	   general	   terms,	   that	   there	   are	   three	   main	   principles	   of	   quantitative	  methods:	  
• It	  conceptualises	  reality	  in	  terms	  of	  variables	  
• It	  measures	  these	  variables;	  and	  	  
• It	  studies	  relationships	  between	  these	  variables.	  (p.206)	  The	   importance	   of	   variables	   is	   key	   to	   the	   quantitative	   approach.	   Quantitative	  experiments	   test	   variables	   and	   suggest	   a	   result	   based	   on	   the	   way	   variables	  respond.	  The	  primary	  purpose	  of	  quantitative	  research	  is	  to	  be	  objective	  and	  to	  be	  able	   to	   replicate	   results	   for	  validity.	  Researchers	  who	   follow	   this	   line	  of	   inquiry	  often	  employ	  controlled,	  void	  of	  bias,	  methods	  including	  surveys	  and	  other	  forms	  of	   experimental	   research.	   These	   are	   defined	   by	   Creswell	   (2013)	   to	   provide	   an	  answer	   to	   whether	   ‘a	   specific	   treatment	   influences	   an	   outcome’	   (p.14).	  Hammersley	   (2010)	   suggests	   that	   mid	   20th	   century	   methodology	   texts	   were	  criticised	  for	  ‘the	  way	  they	  privileged	  quantitative	  work’	  (p.21)	  and	  identifies	  that	  a	  potential	   flaw	   in	  quantitative	  research,	   in	   the	  social	   sciences	  at	   least,	   is	   that	   it	  overlooks	  the	  understanding	  that	  research	  is	  conducted	  in	  many	  different	  places	  and	  by	  many	  different	  people;	  all	  with	  very	  different	  socio-­‐cultural	  backgrounds.	  For	   the	   purpose	   of	   this	   research,	   quantitative	   methods	   will	   not	   be	  employed	  due	  to	  the	  epistemological	  voice	  outlined	  in	  the	  earlier	  sections	  of	  this	  chapter;	  the	  desire	  to	  understand	  meanings	  of	  experience,	  and	  the	  philosophical	  view	   that	   there	   are	   multiple	   realities	   due	   to	   socio-­‐cultural	   and	   historical	  constructs.	   A	   quantitative	   approach,	   in	   this	   research,	   would	   not	   allow	   for	   the	  collection	  of	  rich	  data,	  or	  fully	  explore	  the	  intricacies	  that	  this	  research	  intends	  to	  illuminate.	   	  As	   there	   is	   clearly	  a	   conflict	  between	   the	  way	   in	  which	  quantitative	  study	  attempts	  to	  make	  sense	  of	  what	  we	  know,	  and	  the	  epistemological	  voice	  of	  this	  study,	  qualitative	  methods	  are	  explored	  next.	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4.2.2 Qualitative	  Research	  Qualitative	   research	   is	   a	   little	   harder	   to	   define.	   Often	   employed	   in	   the	   social	  sciences	  it	  aims	  to	  allow	  researchers	  to	  explore	  experience	  and	  also	  allows	  for	  the	  interpretation	   of	   meaning.	   Flick	   (2009)	   suggests	   that	   qualitative	   research	   has	  been	  developed	  through	  a	  ‘diversification	  of	  lifeworlds’	  and	  this	  confronts	  ‘social	  researchers	   with	   new	   social	   contexts	   and	   perspectives’	   (p.12).	   Flick’s	  presentation	  of	  new	  social	  contexts	  within	  qualitative	  research	  mirrors	  the	  way	  in	  which	   the	   AoRP,	   as	   an	   area	   of	   academic	   research,	   is	   championed	   by	   Frith	   and	  Zagorski-­‐Thomas	  (2012).	  	  The	   use	   of	   qualitative	   research	   methods	   is	   suggested	   to	   be	   part	   of	   a	  postmodern	   approach	   (Butler-­‐Kisber,	   2010;	   Sexton	   1997),	   which	   favours	  ‘creation	  rather	  than	  the	  discovery	  of	  social	  and	  personal	  realities’	  (Butler-­‐Kisber,	  2010,	  p.3).	  The	  postmodern	  approach	  aligns	  itself	  with	  the	  ontological	  view	  that	  those	   who	   experience	   a	   reality,	   construct	   reality.	   This	   also	   highlights	   the	  fundamental	   social	   -­‐constructivist	   view	   that	   there	   is	   no	   shared	   reality,	   ‘just	   a	  variety	  of	  social	  constructions’	  (p.6).	  	  Butler-­‐Kisber	   (2010)	   charts	   the	   development	   of	   the	   qualitative	   line	   of	  research	  and	  highlights	  a	  key	  moment	  for	  the	  approach	  in	  the	  1970s	  with	  a	  shift	  in	  cognitive	  psychology	  and	  sociolinguistics.	  This	  shift	   identified	  that	   interaction	  could	   no	   longer	   be	   studied	   as	   a	   product	   and	   that	   there	   must	   be	   academic	  consideration	  of	  context	  to	  see	  interaction	  as	  a	  process.	  This	  context	  must	  also	  be	  considered	  in	  terms	  of	  the	  researcher.	  Creswell	  (2012)	  suggests	  that	  ‘whether	  we	  are	  aware	  of	   it	  or	  not,	  we	  always	  bring	  beliefs	  and	  philosophical	  assumptions	  to	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our	   research’	   (p.15).	   However,	   the	   perspectives	  within	   qualitative	   research	   can	  seemingly	   overlap	   and	   share	   a	   number	   of	   traits	   or	   strategies.	   This	   allows	   the	  qualitative	   researcher	   to	   follow	   a	   philosophical	   line	   that	   is	   determined	   by	   the	  contextual	   appropriation	   of	   the	   subject	   of	   the	   research.	   Qualitative	   research	  therefore,	   as	  defined	  by	  Creswell	   (2013,	  p.4),	   is,	   ‘an	  approach	   for	  exploring	  and	  understanding	  the	  meaning	  individuals	  ascribe	  to	  a	  social	  or	  human	  problem’;	  in	  this	  case,	  record	  production	  is	  considered	  to	  be	  both	  a	  social	  and	  human	  problem	  considering	  the	  socio-­‐cultural	  and	  historical	  elements	  that	  affect	  the	  way	  in	  which	  technology	  is	  used;	  how	  it	  affects	  the	  way	  in	  which	  music	  is	  made	  to	  sound;	  and	  how	  the	  human	  creative	  process	  is	  documented	  as	  a	  recorded	  artefact.	  Commonly	   used	   methods	   of	   data	   collection	   within	   qualitative	   methods	  include	   focus	   groups,	   in-­‐depth	   interviews,	   discourse	   and	   content	   analysis,	   and	  observation.	   Hennink,	   Hutter,	   and	   Bailey	   (2010)	   discuss	   the	   purpose	   of	  qualitative	   research	   and	   suggests	   it	   is	   ‘much	  more	   than	   just	   the	   application	   of	  qualitative	   methods’	   and	   that	   ‘one	   of	   the	   distinctive	   features	   of	   qualitative	  research	  is	  that	  the	  approach	  allows	  you	  to	  identify	  issues	  from	  the	  perspective	  of	  your	  study	  participants’	   (p.9).	  The	  suitability	  of	  qualitative	  methods	   is	  apparent	  with	  regards	  to	  this	  study.	  Being	  able	  to	  record	  and	  interpret	  the	  experiences	  of	  the	  subjects	  of	  the	  research	  whilst	  actively	  recognising	  socio-­‐cultural	  contexts	   is	  key	  to,	  firstly,	  the	  study	  of	  record	  production	  as	  a	  whole,	  and	  secondly	  the	  specific	  treatment	  of	  recorded	  HM,	  of	  which	  this	  study	  is	  focussed.	  	  A	   third	   approach	   exists	   in	   mixed	   methods	   research,	   which	   is	   explored	  below.	  This	  questions	  whether	  or	  not	  a	  mixture	  of	  research	  methods	  would	  also	  be	  suitable	  for	  this	  kind	  of	  study.	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4.2.3 Mixed	  Methods	  Research	  Mixed	  method	   lines	   of	   inquiry	   encompass	   a	   combination	   of	   research	   methods,	  and	  often	  employ	  both	  quantitative	  and	  qualitative	  methods.	  Creswell	  and	  Plano-­‐Clark	  (2010)	  explain	  what	  is	  meant	  by	  mixed	  methods	  by	  suggesting	  a	  number	  of	  simple	  rules	   that	  a	  mixed	  method	  approach	  will	  adhere	  to	  (p.5).	  The	  researcher	  will	   collect	   and	   analyse	   ‘persuasively	   and	   rigorously	   both	   qualitative	   and	  quantitative	   data’	   and	   will	   use	   both	   forms	   of	   data	   to	   ‘build	   on	   the	   other,	   or	  [embed]	   one	   within	   the	   other’.	   The	   nature	   of	   mixed	   methods	   allows	   the	  researcher	  to	  give	  ‘priority	  to	  one	  or	  both	  forms	  of	  data’	  depending	  on	  the	  nature	  of	  the	  research	  and	  the	  way	  the	  data	  unfolds.	  	  Mixed	  methods	  research	  is	  seen	  to	  enhance	  data	  with	  another	  rich	  source.	  This	  research	  would	  benefit	   from	  a	  mixed	  research	  method;	  however,	   the	  youth	  of	   the	   field	   presents	   an	   issue.	   There	   is	   the	   potential	   that	   using	   two	   (or	   more)	  methods	  could	  risk	  overlooking	  certain	   important	  results	   in	  one	  set	  of	  data.	  For	  this	  research	  it	   is	  important	  to	  clearly	  and	  thoroughly	  explore	  the	  data	  collected	  and	  present	   the	   intricacies	   that	  will	   potentially	  be	   revealed.	  The	  other	   criticism	  for	  mixed	  methods	  research	   is	   the	  vast	  quantity	  of	  data	   it	  often	  creates	  and	   the	  time	   required	   for	   its	   analysis.	   Creswell	   and	   Plano	   Clark	   (2010)	   highlight	   that	  researchers	   working	   with	   mixed	   methods	   ‘should	   consider	   working	   in	   teams’	  (p.15).	  	  	  
4.2.4 Summary	  The	  methods	  of	  research	  most	  common	  in	  the	  social	  sciences	  have	  been	  explored	  above	   and	   discussed	   in	   both	   their	   critical	   view	   and	   suitability	   for	   this	   study.	   A	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qualitative	  approach	  presents	   itself	  as	  the	  most	  suitable	   line	  of	  research	  for	  this	  study	  due	   to	   the	  human	  and	  social	   contextual	  elements,	   as	  well	   as	   the	   intent	   to	  understand	   experience	   and	   meaning	   expressed	   whilst	   producing	   recorded	   HM	  music.	   Quantitative	   research	   lacks	   the	   potential	   to	   interpret	   individual	   realities	  that	   exist	   both	   internally	   and	   externally,	   leaving	   the	   research	   to	   make	   a	  hypothesis	   before	   exploring	   the	   subject	   matter.	   This	   model	   does	   not	   fit	   the	  research;	  as	  the	  aim	  is	  clearly	  understand	  multiple	  experiences	  of	  a	  technological	  paradigm	  in	  recorded	  HM	  music.	  This	  also	  suggests	  adopting	  qualitative	  methods	  over	  mixed	  methods	  due	  to	  the	  inclusion	  of	  quantitative	  methods.	  It	  is	  the	  opinion	  of	   the	   author	   that	   the	  most	   successful	   approach,	   the	   qualitative,	   will	   present	   a	  much	  richer	  data	  set	  and	  thoroughly	  explore	  the	  issues	  highlighted	  in	  the	  earlier	  chapters	  of	  this	  thesis.	  	  	  	  
4.3 Qualitative	  Strategies	  Qualitative	  methods	   applied	   singularly	   and	   effectively,	   has	   been	   determined	   as	  the	  best	  way	   to	  proceed	  with	   this	  research.	  Creswell	   (2012)	  suggests	   that	   there	  are	   five	   strategies	   within	   qualitative	   research	   (p13):	   Ethnography;	   Grounded	  Theory;	  Case	  Studies;	  Narrative	  research;	  and	  Phenomenological	  Research.	  	  	  
4.3.1 Ethnography	  Ethnographic	  strategies	  concern	  the	  study	  of	  an	  ‘intact	  cultural	  group	  in	  a	  natural	  setting	   over	   a	   prolonged	   period	   of	   time’	   (Creswell,	   2012,	   p.13).	   Traditional	  ethnographic	  research	  uses	  culture	  or	  populations	  that	  have	  not	  been	  exposed	  to	  globalisation,	  however,	  Shank	  (2006)	  points	  out	  that	  this	  is	  now	  a	  rare	  occurrence	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in	  the	  twenty	  first	  century	  (p.62)	  and	  that	  most	  modern	  ethnographic	  studies	  will	  focus	  on	  more	  everyday	  settings.	  	  An	   emerging	   field	   of	   ethnographic	   study	   is	   that	   of	   virtual	   ethnography.	  Boellstorff,	  Nardi,	   Pearce	   and	  Taylor	   (2012)	   introduce	   and	   instruct	   the	  ways	   to	  navigate	   through	   this	   new	   approach	   to	   ethnography,	   which	   embraces	   virtual	  worlds,	  or	  the	  internet.	  They	  begin	  by	  stating:	  
Virtual	  worlds	  are	  places	  of	   imagination	   that	  encompass	  practices	  of	  play,	  performance,	  creativity,	  and	  ritual.	  The	  social	  lifeworlds	  that	  emerge	  within	  them	  are	  very	  real.	  (p.1)	  Virtual	  ethnography	  is	  a	  direct	  reaction	  to	  the	   increasing	  role	  of	  communication	  technologies	   in	   the	   twenty-­‐first	   century,	   something	   Hine	   (2000)	   suggests	   is	  crucial	  for	  the	  practise	  of	  ethnography:	   ‘adapting	  and	  interrogating	  ethnography	  keeps	   it	   alive,	  keeps	   it	   relevant’	   (p.66).	   	  The	  potential	   for	   studies	   that	  explore	  a	  virtual	   ethnography	   of	   recording	   practise	   is	   certainly	   relevant.	   The	   recording	  studio	   paradigm	   has	   become,	   and	   more	   so	   with	   the	   invention	   of	   high	   speed	  Internet,	   a	   virtual	   space.	  Recording	  projects,	   both	   commercial	   and	  amateur,	   can	  be	  conducted	  within	  a	  virtual	  space.	  Projects	  can	  be	  managed	  from	  the	  other	  side	  of	   the	   globe	   and	   musicians	   can	   collaborate	   via	   online	   recording	   software	   like	  
SongSilo.68	  The	   way	   in	   which	   the	   recording	   studio	   paradigm	   has	   changed	   is	  mirrored	  in	  Hine’s	  view	  that	  ethnological	  research	  must	  evolve.	  Snell	   and	   Hodgetts’	   (2007)	   ‘Heavy	   Metal,	   Identity	   and	   the	   Social	  Negotiation	  of	  a	  Community	  of	  Practise’	  explores	  the	  HM	  community	  in	  a	  series	  of	  more	   traditional	   ethnographic	   observations	   and	   interviews.	   The	   aim	   was	   to	  contrast	   the	   assumptions	   that	   the	   generalised	   media	   make	   about	   HM	   culture,	  including	   aggression	   and	   suicide.	   This	   exploration	   of	   collective	   identity	   and	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
68	  http://www.songsilo.com/	  [online]	  accessed	  16/09/2014	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spaces	  in	  which	  they	  congregate	  and	  co-­‐habit	  is	  an	  example	  of	  ethnographic	  study	  within	   Metal	   studies.	   Potentially,	   this	   research	   could	   employ	   ethnographic	  strategies,	   as	   it	   encompasses	   a	   life	   setting,	   the	   recording	   studio.	   Although	   not	  strictly	  a	  cultural	  group,	  due	  to	  the	  often	  fragmented	  collection	  of	  personnel	  and	  performers	   present	   in	   any	   one	   recording	   project	   at	   any	   time,	   observational	  studies	  could	  be	  applied	   to	  existentially	  explore	   the	  way	   in	  which	   the	  recording	  studio	   works	   specifically	   within	   HM	   music	   production.	   As	   this	   research	   is	  concerned	   with	   the	   experience	   of	   technology	   within	   the	   HM	  music	   production	  process	   it	   searches	   for	   a	  more	   acute	   perspective	   on	   the	   recording	   process,	   but	  could	  lead	  to	  a	  more	  generalised	  ethnographic	  process.	  	  	  	  
4.3.2 Grounded	  Theory	  Grounded	   Theory	   strategy	   is	   the	   process	   of	   inductive	   research	   by	   deducing	  emergent	  categories	   from	  the	  views	  of	  participants.	  This	  approach	   is	   concerned	  with	  the	  ‘constant	  comparison	  of	  data	  with	  emerging	  categories’	  (Creswell	  2012,	  p.13).	   Shank	   (2006)	  describes	   the	  process	  as	  a	   ‘method	  of	  building	   theory	   from	  the	   ground	   up,	   so	   to	   speak.’	   (p.129).	   Grounded	   theory	   has	   its	   roots	   in	   the	  sociology	  of	  Glaser	  and	  Strauss	  (Shank,	  2006	  p.129),	  suggesting	  that	  constructing	  theory	   is	   just	   as	   important	   to	   sociological	   research	   as	   the	   testing	   of	   current	  theories.	  This	  approach	  relies	  upon	  the	  exploration	  of	  data	  for	  theories	  to	  emerge	  in	   a	   nonlinear	   fashion.	   Shank	   outlines	   the	   development	   of	   this	   theory	   and	   in	  particular	  the	  approach	  of	  Corbin	  and	  Strauss	  (2008),	  whilst	  suggesting	  that	  the	  process	  of	  moving	   from	   ‘the	   specific	   to	   the	  general’	   underpins	  grounded	   theory	  (p.131).	   Grounded	   theory	   is	   often	   seen	   to	   be	   a	   reverse	   of	   more	   common	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approaches	  to	  theory	  generation	  as	  the	  hypothesis,	  or	  theory,	   is	  deduced	  from	  a	  large	  amount	  of	  data	  that	   is	  refined	  through	  repeated	  analysis.	   In	  the	  interest	  of	  this	   research	   there	   is	   an	   abstract	   hypothesis	   implied	   by	   the	   research	   question.	  This	  suggests	  that	  analysis	  will,	  potentially,	  reveal	  a	  number	  of	  issues	  that	  are	  key	  to	  the	  concept	  of	  technological	  influence	  in	  recorded	  HM	  music.	  	  
4.3.3 Case	  Studies	  Case	   Studies,	   similar	   to	   the	   ethnographic	   approach,	   focus	   on	   the	   study	   of	   a	  particular	   activity	   of	   ‘one	   or	   more	   individuals’	   (Creswell,	   2012,	   p.13).	   Robert	  Stake’s	  The	  Art	  of	  Case	  Study	  Research	  (1995)	  outlines	  the	  practise	  the	  case	  study	  approach,	  as	  both	  a	  philosophical	  and	  practical	  approach.	  Stake	  describes	  why	  a	  case	   study	   may	   be	   used,	   by	   defining	   the	   motivation	   behind	   the	   approach	   and	  suggesting	  ways	  the	  researcher	  navigates	  through	  their	  work:	  
We	   study	   a	   case	   when	   it	   itself	   is	   of	   very	   special	   interest.	   We	   look	   for	   the	   detail	   of	  interaction	  with	  its	  contexts.	  Case	  study	  is	  the	  study	  of	  the	  particularity	  and	  complexity	  of	  a	  single	  case,	  coming	  to	  understand	  its	  activity	  within	  important	  circumstances.	  (p.xi)	  Stakes	   goes	   on	   to	   define	   ‘case’	   suggesting	   that	   it	   is	   a	   ‘system’	   (p.2).	   This	   seems	  fairly	  unique	  to	  case	  study	  research	  in	  that	  a	  singular	  subject	  can	  be	  a	  case	  as	  well	  as	  a	  large	  group	  of	  subjects.	  This	  can	  refer	  to	  for	  instance:	  one	  child	  or	  a	  group	  of	  children;	   one	   recording	   engineer	   or	   a	   team	   of	   recording	   personnel;	   or	   one	  recording	   studio	   or	   a	   network	   of	   recording	   studios.	   This	   is	   different	   from	  ethnography,	   although	   there	   are	   some	   similarities,	   in	   that	   ethnographic	  approaches	   seem	   to	   be	   bound	   by	   a	   natural	   setting,	   as	   discussed	   above.	   A	   case	  study	  would	  see	  the	  natural	  setting	  as	  either	  the	  whole	  case	  (the	  recording	  studio	  for	  example)	  or	  irrelevant.	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Case	   studies	   are	  often	   constrained	  by	   a	   specific	   time	   scale.	  Graziano	   and	  Raulin	   (2013)	   suggest	   that	   case	   studies	   can	   let	   the	   researcher	   interact	   with	  participants	   and	   shift	   the	   focus	   of	   observation	   at	   any	   time,	   considering	  what	   is	  most	  valuable	  at	  the	  time.	  Shank	  highlights	  the	  use	  of	  case	  studies	  in	  identifying	  the	   ‘unique’	   (2006,	   p.126),	   as	   the	   researcher	   will	   often	   be	   looking	   out	   for	  anomalous	   phenomena	   from	  within	   the	   research	   setting.	   In	   the	   interest	   of	   this	  study	   it	  would	   be	   difficult	   to	   effectively	   apply	   a	   case	   study	   approach	  without	   a	  prior	  framework	  being	  determined	  and	  tested.	  There	  are	  also	  two	  cases	  present	  here:	   the	   engineer	   or	   producer;	   and	   the	   technology.	   As	   the	   research	   questions	  attends	   to	   the	  development	  of	   technology	  by	   suggesting	   it	   is	   linked	   to	   recorded	  HM	  music,	   it	   would	   be	   difficult	   to	   separate	   the	   two	   subjects,	   or	   cases,	   that	   are	  present.	  	  	  	  
4.3.4 Narrative	  Research	  Narrative	   research	   is	   the	   presentation	   of	   a	   life	   story	   or	   ‘narrative	   chronology’	  (Creswell,	   2012,	  p.13)	  of	   an	   individual,	   combining	   the	  views	  of	  both	  participant	  and	   researcher	   in	   a	   linear	   form.	   Creswell	   states	   this	   can	   often	   lead	   to	   a	  ‘collaborative’	   (2012,	   p.13)	   outcome	   with	   views	   from	   both	   the	   researcher	   and	  participants	  becoming	  evident	  in	  the	  discourse.	  This	  research	  does	  not	  attend	  to	  one	  individual,	  but	  many.	  A	  narrative	  approach	  would	  not	  be	  sufficient	  to	  answer,	  or	   approach,	   the	   research	   question.	   As	   there	   are	   possibly	   limitless	   approaches	  within	   the	   field	   of	   HM	   record	   production	   it	   cannot	   be	   assumed	   that	   one	  experience,	   however	   detailed	   and	   successful,	   will	   provide	   an	   accurate	  representation	  of	  this	  world.	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4.3.5 Phenomenology	  Phenomenological	   research	   is	   ‘a	   strategy	   of	   inquiry	   in	   which	   the	   researcher	  identifies	  the	  essence	  of	  human	  experiences	  about	  a	  phenomenon	  as	  described	  by	  participants’	  (Creswell,	  2012,	  p.13).	  Butler-­‐Kisber	  (2010)	  defines	  phenomenology	  as	   the	   understanding	   that	   ‘reality	   consists	   of	   objects	   and	   events	   as	   they	   are	  perceived	   in	   human	   consciousness,	   not	   independent	   of	   it’	   (p.50).	   More	   acutely	  phenomenology	   is	   the	   study	   and	   presentation	   of	   how	   knowledge	   exists	   in	  ‘consciousness’	   (p.51).	  Phenomenologists	  ask	  how	  knowledge	   is	  known,	  not	   just	  what	   is	  known.	  The	  research	  question	  that	   is	  central	   to	   this	  study	  situates	   itself	  within	   phenomenological	   study	   by	   asking	   ‘how’	   has	   the	   development	   of	  technology	   influenced	   recorded	   HM	  music,	   instead	   of	   asking	   ‘what’	   technology	  has	  influenced	  recorded	  HM	  music.	  	  This	  area	  of	  philosophy	  has	  its	  origin	  at	  he	  beginning	  of	  the	  20th	  century	  with	   the	  work	   of	  Husserl	   and	   his	  Logical	   Investigations	   (2001),	  which	  was	   first	  published	  in	  1900.	  This	  work	  is	  considered	  the	  ‘first	  true	  phenomenological	  work’	  (Sokowlowski,	  2000,	  p.	  211).	  Smith,	  Flowers	  and	  Larkin	  (2009)	  suggest	   that	   for	  qualitative	  researchers	  Husserl’s	  view	  involves	  ‘stepping	  outside	  of	  our	  everyday	  experience,	  our	  natural	  attitude	  as	  he	  called	  it,	  in	  order	  to	  be	  able	  to	  examine	  that	  everyday	   experience’	   and	   ‘direct	   [our	   gaze]	   inward,	   towards	   our	   perception	   of	  those	   objects’	   (p.12).	   To	   contextualise	   this	  within	   this	   study,	   paraphrased	   from	  the	  interpretation	  Smith	  et	  al.	  make	  (p.13)	  of	  Husserl’s	  take	  on	  the	  perception	  of	  everyday	   activity,	   consider	   this	   example:	   recording	   a	   drum	   take;	   remembering	  how	  that	  take	  was	  recorded;	  thinking	  it	  could	  be	  recorded	  again	  after	  it	  has	  been	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edited	   and	   compiled:	   thinking	   about	   another	   musician	   playing	   the	   same	   drum	  beat;	   these	   are	   reflexive	   and	   once	   left	   behind	   ‘we	   are	   being	   phenomenological’	  (p.13).	  	  The	   work	   of	   Martin	   Heidegger,	   a	   student	   of	   Husserl,	   has	   influenced	   the	  hermeneutics	   and	   existentialism	   of	   contemporary	   phenomenology.	   Heidegger’s	  phenomenology	  is	  more	  concerned	  with	  what	  is	  possible	  and	  what	  is	  meaningful.	  Smith	   et	   al.	   (2009)	   suggest	   that	   for	   qualitative	   researchers	   the	   key	   elements	   of	  Heidegger’s	  work	  are:	  
Human	  beings	  can	  be	  conceived	  of	  as	  ‘thrown’	  into	  a	  world	  of	  objects,	  relationships,	  and	  language;	  secondly,	   that	  our	  being-­‐in-­‐the-­‐world	   is	  always	  perspectival,	  always	  temporal,	  and	   always	   ‘in-­‐relation-­‐to’	   something	   –	   and	   consequently,	   that	   the	   interpretation	   of	  peoples	  meaning-­‐making	  activities	  is	  central	  to	  phenomenological	  inquiry	  (p.18)	  In	  the	  case	  of	  this	  study,	  recorded	  HM	  music	  is	  defined	  by	  the	  objects	  (technology)	  that	   surround	   it,	   the	   relationships	  of	   the	  people	   that	  make	   it,	   and	   the	   language,	  whether	  this	  is	  musical	  or	  metaphorical,	  that	  is	  used	  making	  it.	  	  For	   artists,	   engineers	   and	   producers,	   the	   process	   of	   recording	   a	   piece	   of	  music	   is	   taken	   to	   be	   an	   everyday	   activity.	   This	   activity	   is	   situated	  within	   a	   life	  world,	   the	   recording	   studio,	   and	   enabled	   by	   a	   contextual	   influence,	   technology.	  Smith	  et	  al.	  (2009)	  suggest	  that	  to	  be	  phenomenological	  we	  must	  ‘disengage	  from	  the	  activity	  and	  attend	  to	  the	  taken-­‐for-­‐granted	  experience	  of	  it’	  (p.13).	  By	  asking	  these	   parties	   to	   question	   (gaze	   inward)	   how	   they	   perceive	   the	   technology	   (the	  object)	   used	   and	   to	   think	   about	   the	   way	   in	   which	   they	   conduct	   an	   everyday	  activity	   (recording	   HM	   music)	   this	   study	   aims	   to	   present	   an	   insight	   into	   the	  phenomena	  of	  recorded	  HM	  music.	  	  	  Phenomenology	   has	   a	   number	   of	   variant	   practical	   applications	   and	  Creswell	   suggests	   these	   often	   involve	   interviewing	   participants	   to	   collect	   and	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record	   ‘lived	   experiences’	   (2012,	   p.13).	   The	  work	   of	  Husserl	   and	  Heidegger	   set	  out	  the	  initial	  theory	  behind	  phenomenology,	  which	  Shank	  (2006)	  summarises,	  in	  the	  context	  of	  qualitative	  research,	  thus:	  
Most	   forms	   of	   phenomenological	   inquiry	   in	   qualitative	   research	   follow	   the	   empirical	  approach.	  We	  are	  interested	  in	  seeing	  how	  people	  interpret	  their	  worlds,	  and	  how	  we	  can	  in	  turn	  interpret	  their	  interpretations.	  (p.132)	  The	  practical	   application	   of	   phenomenological	   research	   is	   explored	   later	   in	   this	  chapter	  through	  the	  use	  of	  Interpretative	  Phenomenological	  Analysis	  (IPA)	  as	  per	  Smith,	  Flowers	  and	  Larkin	  (2009).	  	  
4.3.6 Summary	  Having	   explored	   the	   key	   strategies	   set	   out	   for	   qualitative	   research,	   it	   has	   been	  identified	   that	   the	  recording	  studio,	  and	   the	  activities	   that	  happen	  within	   it,	   are	  subjective	  to	  the	  people	  that	  use	  it.	  A	  phenomenological	  approach	  would	  allow	  for	  the	  research	  question	  to	  be	  fully	  explored.	  In	  the	  interest	  of	  this	  study,	  the	  lived	  experience	   can	   be	   counted	   as	   the	   record	   production	   process	   specifically	  surrounding	  the	  phenomena,	  HM.	  The	  lived	  experience	  of	  participants	  will	  differ	  dramatically,	  depending	  on	  socio-­‐cultural	  and	  historical	  contexts,	  with	  technology	  playing	  an	  equally	  defining	   role.	  The	  varied	  nature	  of	   recording	   technology	  and	  the	   personal	   preference	   of	   each	   participant	   determines	   the	   use	   of	   qualitative	  research	  methods,	   technological	   variables	   cause	   significant	   problems	   to	   negate	  any	   form	   of	   quantitative	   approach;	   a	   qualitative	   approach	   embraces	   these	   as	  contextual	  elements	  for	  further	  insight.	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4.4 Research	  Aims	  This	  study	  aims	  to:	  
• Identify	  the	  ways	  in	  which	  the	  sound	  of	  HM	  has	  changed,	  as	  experienced	  by	  the	  people	  who	  make	  it,	  with	  specific	  relation	  to	  music	  technology;	  
• Understand	  the	  views	  of	  working	  producers	  and	  engineers	  to	  gain	  insight	  into	  the	  way	   in	  which	   recorded	  HM	   is	   produced,	  whether	   this	   has	   changed	   and	   suggest	  directions	  in	  which	  it	  may	  develop	  further;	  and	  
• Interpret	   the	   lived	   experiences	   of	   working	   producers	   and	   engineers	   to	   deduce	  the	  influence	  technology	  has	  on	  record	  production.	  The	   exploration	   of	   both	   philosophical	   and	   methodological	   approach	   above	  suggests	   the	   research	   is	   underpinned	   by	   the	   views	   of	   social-­‐constructivism.	   To	  effectively	  research	  the	  development	  of	  technology	  and	  its	  influence	  on	  recorded	  HM	  it	  is	  crucial	  to	  understand	  the	  social,	  cultural	  and	  historical	  elements	  that	  have	  affected	   the	   life	  worlds,	  development	  and	  views	  of	   the	  producers	  and	  engineers	  who	  work	  within	   the	   genre.	  This	   research	  questions	  whether	   the	  production	  of	  HM	  is	  linked	  with	  the	  development	  of	  music	  technology	  and	  whether	  this	  has	  had	  some	   influence	   over	   the	   recorded	  music.	   It	   is	   these	  notions	   that	  Mynett	   (2013)	  and	   Berger	   and	   Fales	   (2005)	   empirically	   justify	   in	   context	   of	   timbre	   and	  presentation,	   respectively.	   This	   research	   concerns	   itself	   with	   identifying	   the	  social,	  historical	  and	  technological	  constructions	  behind	  these	  aesthetics	  and	  how	  this	   has	   developed.	   The	   previous	   chapters	   highlight	   the	   academic	   study	   of	   the	  historical	   development	   of	   HM	   and	   the	   ways	   in	   which	   the	   genre	   has	   culturally	  evolved,	   but	   this	   research	   asks	   how,	   and	   why,	   (if	   at	   all)	   has	   the	   sound	   of	   HM	  changed,	   and	   more	   importantly	   has	   the	   approach	   of	   engineers	   and	   producers	  changed	   as	   a	   result?	   The	   research	   will	   ask	   this	   by	   posing	   these	   questions	   to	  engineers	   and	   producers	   and	   asking	   them	   to	   reflect	   upon	   their	   own	   lived	  experience	  of	  recording	  HM	  music.	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Although	  there	  are	  studies	  that	  outline	  the	  precision	  and	  attention	  to	  detail	  related	  to	  HM	  production	  (Mynett,	  2013),	  and	  others	  that	  highlight	  the	  change	  in	  attitude	   towards	   the	   recording	   process	   from	   the	   commercial	   standpoint	  (Weinstein,	  2000),	   there	  has	  been	   little	   empirical	   evaluation	   that	   attends	   to	   the	  socio-­‐cultural	   experience	   of	   recording	   technology	   and	   how	   it	   has	   shaped	   the	  sound	   of	   HM.	   For	   instance,	   Weinstein’s	   (2000)	  Heavy	  Metal:	   The	  Music	   and	   its	  
Culture	   allocates	   just	   two	   pages	   to	   the	   discussion	   of	   the	   importance	   of	   the	  recording	   studio	   in	   the	   presentation	   of	  HM.	  Not	   only	   does	   this	   research	   aim	   to	  identify	   production	   aesthetics,	   it	   aims	   to	   construct	   an	   argument	   for	   the	  consideration	   of	   genre	   specific	   production	   techniques	   with	   regards	   to	   socio-­‐cultural	   and	   historical	   development.	   The	   research	   of	   Mynett	   (2012,	   2013)	  highlights	  that	  there	  is	  a	  significant	  call	   for	   insight	  on	  the	  production	  of	  popular	  music	   genres,	   HM	   in	   particular.	   The	   lack	   of	   attention	   from	   existing	   literature	  allows	  this	  study	  to	  contribute	  to	  this	  emerging	  field,	  which	  attempts	  to	  bridge	  the	  gap	   between	   traditional	   musicological	   analysis	   and	   technological	   studies.	  Heaviness	  could	  be	  considered	  a	  rare	  phenomenon	  (Flick,	  2009)	  due	  to	  the	  lack	  of	  understanding	   and	   the	   generalisations	   that	   attempt	   to	   circumscribe	   it.	   The	  concept	  of	  heaviness,	  as	  a	  technological	  appropriation	  of	  a	  cultural	  construction,	  itself	  determines	  the	  way	  in	  which	  this	  research	  will	  be	  undertaken.	  The	  aim	  is	  to	  deconstruct	   the	   HM	   sound	   through	   experience	   and	   allude	   to	   a	   framework	   of	  technological	   influence	   and	   its	   effect.	   The	   study	  will	   attempt	   to	   define	  whether	  there	  are	  common	  HM	  production	  techniques	  and	  whether	  their	  implementation	  is	   considered	   to	   be	   necessary;	   and	   attempts	   to	   reveal	   whether	   or	   not	   industry	  expectations	  (or	  limitations)	  have	  any	  influence	  over	  producers	  and	  engineers	  to	  make	   similar	   decisions	   when	   working	   on	   any	   number	   of	   projects.	   Issues	   of	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transparency	  (Zagorski-­‐Thomas	  2010,	  2012)	  will	  be	  discussed	  by	  considering	  the	  technological	   dependency	   of	   the	   recording	   studio	   and	   recording	   process,	   and	  potentially	  whether	  these	  views	  differ	  between	  producers	  and	  artists.	  	  
4.5 Design	  &	  IPA	  The	  study	  adopts	  a	  qualitative	  approach	  based	   in	  phenomenology.	  The	   lack	  of	  a	  formal	   approach	   towards	   understanding	   the	   experience	   of	   using	   technology	   to	  influence	  the	  production	  of	  a	  specific	  musical	  subgenre,	  specifically	  HM,	  suggests	  a	  qualitative	  approach.	  This	  may	  be	  due	  to	  the	  complexity	  in	  which	  indeterminate	  variables	   in	   technology	   and	   its	   use,	   or	   availability,	   personal	   workflow	   and	  approach,	   geography	   or	   artistic	   considerations,	   fall	   into	   the	   art	   of	   record	  production.	  The	  identification	  of	  the	  themes	  that	  surround	  this	  problem	  is	  critical	  to	  this	  research.	  The	  research	  takes	  a	  social-­‐constructivist	  perspective	  as	   it	  asks	  its	  participants	   to	  make	  sense	  of	   their	  own	  experience	  within	   the	  production	  of	  HM,	  specific	  to	  the	  use	  of	  technology.	  	  In	  doing	  so,	  this	  research	  assumes	  that	  HM	  music	  production,	  as	  a	  construction	  of	   technological	  and	  socio-­‐cultural	  contexts,	  is	  a	  phenomena	  that	  requires	  the	  interpretation	  of	  its	  participants.	  	  	  	  	  
4.5.1 Interpretative	  Phenomenological	  Analysis	  
Interpretative	  Phenomenological	  Analysis	  (IPA)	  is	  ‘a	  qualitative	  research	  approach	  committed	   to	   the	   examination	   of	   how	   people	   make	   sense	   of	   their	   major	   life	  experiences’,	   or	   hermeneutics	   (Smith,	   Flowers,	   and	   Larkin,	   2009,	   p.2).	   As	   a	  phenomenological	  practise,	  IPA	  concerns	  itself	  with	  interpretations	  of	  experience	  and	   the	   analysis	   of	   such	   interpretations.	   	   IPA	   allows	   for	   observed	   or	   recorded	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experience	   to	   be	   categorised	   independent	   of	   any	   pre-­‐existing	   categorical	  approach,	  whilst	  providing	  a	   ‘focus	  on	  personal	  meaning	  and	  sense-­‐making	   in	  a	  particular	   context,	   for	   people	   who	   share	   a	   particular	   experience’	   (Smith	   et	   al.,	  2009,	  p.45).	   In	   this	  case	   the	  shared	  experience	   is	   the	  use	  of	   technology	  to	  make	  HM	   records.	   Critical	   evaluations	   of	   using	   IPA	   include:	   Brocki	   and	   Wearden	  (2006);	  Finlay	  (2014);	  Smith	  (2004	  and	  2011);	  and	  Todorova	  (2011).	  Using	  Smith	  et	  al.,	  Interpretative	  Phenomenological	  Analysis	   (2009)	  as	  a	  comprehensive	  guide	  to	  the	  IPA	  method,	  IPA	  ‘concurs	  with	  Heidegger	  that	  phenomenological	  inquiry	  is	  from	  the	  outset	  an	  interpretive	  process’	  (p.32).	  The	  importance	  of	  interpretation	  reflects	   the	  mediation	   that	   each	   participant	   enacts	   within	   the	   recording	   studio	  and	   how	   they	   interpret	   their	   own	   actions	   and	   position	   with	   regards	   to	  technological	   influence.	   It	   is	   also	   suggested	   that	   IPA	   ‘[situates]	   participants	   in	  their	  particular	  contexts	  exploring	  their	  personal	  perspectives’	  (Smith	  et	  al.,	  2009,	  p.32),	   making	   IPA	   an	   ideal	   choice	   when	   exploring	   the	   experiences	   participants	  have	  with	  technology	  in	  the	  ‘everyday	  activity’	  of	  recording	  HM	  music.	  	  The	  collected	  interview	  data	  provided	  nine	  hours	  and	  twenty-­‐four	  minutes	  of	   audio	   for	   transcription.	   An	   example	   section	   of	   the	   interview	   conducted	  with	  Dave	   Chang	   can	   be	   seen	   in	   Figure	   4.1	   below.	   The	   process	   of	   transcription	  was	  carried	  out	   using	   the	  methods	  outlined	  by	   Smith	   et	   al.	   (2009).	   The	   IPA	  method	  suggests	   that	   any	   information	   that	   will	   not	   be	   analysed	   does	   not	   necessarily	  require	  transcription,	  although	  for	  this	  research	  it	  was	  suggested	  that	  it	  could	  be	  disregarded	  at	  a	   later	  date	   if	  deemed	  unnecessary.	   IPA	  also	  does	  not	  call	   for	  the	  recording	   of	   exact	   pause	   length	   and	   concerns	   itself	   with	   the	   semantics	   of	   the	  interview,	  the	  spoken	  elements.	  Smith	  et	  al.	  include	  that	  whilst	  not	  requiring	  full	  details	   of	   all	   unspoken	   utterances,	   notes	   are	   often	   made	   that	   show	   relevant	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pauses	  or	  social	  interaction,	  laughter	  etc.	  At	  this	  point	  it	  is	  worth	  noting	  that	  for	  this	  study	  analytical	  software	  was	  not	  used.	  	  
	  
Figure	  4.1	  Example	  IPA	  transcription	  as	  per	  Smith	  et	  al.	  (2009)	  
	  	  
4.5.2 Coding	  Smith	  et	  al.	  suggest	  that	  the	  analysis	  of	  the	  collected	  data	  will	  illuminate	  ‘people’s	  involvement	   in	   and	   orientation	   towards	   the	   world’,	   ‘objects	   of	   concern’	   and	  ‘experiential	   claims’	   (p.46).	   They	   construct	   a	   number	   of	   key	   steps	   that	   the	   IPA	  method	  employs	  for	  data	  analysis:	  
1. Reading	  and	  re-­‐reading;	  2. Initial	  noting	  (exploratory	  comments);	  3. Developing	  emergent	  themes;	  4. Searching	  for	  connections	  across	  emergent	  themes;	  5. Moving	  to	  the	  next	  case;	  and	  6. Looking	  for	  patterns	  across	  cases.	  Reading	   and	   re-­‐reading	   allows	   the	   researcher	   to	  become	   immersed	   in	   the	  data.	  This	   process	   should	   present	   a	   wealth	   of	   research	   topics	   with	   the	   researcher	  noting	  all	  ideas	  that	  present	  themselves	  from	  multiple	  readings	  of	  the	  transcript.	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Rhythm	   and	   tone	   is	   important	   here	   and	   multiple	   readings	   of	   the	   data	   provide	  insight	  into	  the	  overall	  structure	  of	  the	  interview	  and	  reveal	  a	  movement	  from	  the	  general	  to	  the	  specific	  experiential	  evidence	  sought	  after.	  Initial	  noting	  follows	  no	  guideline	  and	  should	  not	  omit	  any	  ideas	  that	  the	  researcher	  has	  surrounding	  the	  transcripts.	  This	  is	  also	  known	  as	  exploratory	  comments	  and	  actively	  summarises	  the	   lines	  being	   transcribed.	  This	   can	  be	   seen	   in	   Figure	  4.1	   above.	   Examples	   are	  also	  provided	  in	  Appendix	  ‘A:	  Example	  Interview	  Transcriptions’.	  	  Emergent	  themes	  are	  constructed	  from	  the	  initial	  notes.	  This	  process	  takes	  the	  large	  amount	  of	  data	  created	  by	  both	  the	  interpretation	  of	  the	  transcript	  and	  the	  initial	  notes,	  or	  exploratory	  comments,	  and	  actively	  attempts	  to	  reduce	  these	  down	   into	   more	   specific	   comments.	   This	   removes	   the	   researcher	   from	   the	  transcript	  as	  such	  and	  focuses	  in	  on	  the	  exploratory	  comments	  so	  as	  to	  produce	  an	   interpretation	   of	   the	   lived	   experience	   described	   by	   the	   participant.	   These	  themes	  will	  ‘reflect	  not	  only	  the	  participant’s	  original	  words	  and	  thoughts	  but	  also	  the	   analyst’s	   interpretation’	   (Smith	   et	   al.,	   2009,	   p.92).	   By	   mapping	   out	   the	  emergent	   themes	   connections	   can	   be	  made,	   and	   this	   helps	   to	   see	   how	   they	   fit	  together	   and	  whether	   a	   ‘structure’	   (p.96)	   can	   be	   produced	   that	   illuminates	   the	  important	  elements	  that	  will	  answer	  the	  research	  question.	  	  By	   using	   a	   process	   of	   ‘abstraction’	   (p.96),	   connections	   are	   made	   by	  grouping	   themes	   that	   share	   similar	   properties	   and	   reducing	   these	   further	   to	  produce	   a	   super-­‐ordinate	   theme.	   Smith	   et	   al.	   provide	   evidence	   of	   a	   number	   of	  methods	   of	   making	   connections	   (p.96-­‐99)	   with	   abstraction	   seeming	   the	   most	  suitable	   for	   this	   study.	   Linking	   themes	   together	   that	   can	   be	   placed	   underneath	  super-­‐ordinate	   headings	  will	   aid	   answering	   the	   research	   question	   by	   providing	  similarities	  across	  the	  participants	  and	  their	  experiences.	  Although	  abstraction	  is	  
	  	   171	  
the	  preferred	  choice,	  it	  is	  worth	  noting	  that	  by	  combining	  methods	  of	  connecting	  themes	   different	   interpretations	   can	   be	   drawn	   and	   pushes	   the	   analysis	   into	  different	   positions.	   Smith	   et	   al.	   suggest	   using	   tables	   with	   each	   theme	   and	  supporting	   line	   of	   transcript	   to	   readily	   view	   the	   data	   (p.100).	   The	   repetition	   of	  this	  process,	  moving	  from	  case	  to	  case,	  must	  be	  treated	  as	  a	  new	  case.	  Although	  it	  is	   impossible	   for	   the	   researcher	   to	   forget	   the	   connections,	   themes,	   and	   analysis	  made,	  each	  participant’s	  transcript	  must	  be	  allowed	  to	  present	  new	  themes	  if	  they	  occur.	  	  The	   end	   of	   this	   process	   aims	   to	   bring	   the	   individual	   idiographic	  interpretations	   together	   and	   structure	   these	   as	   a	   group	   examination.	   Can	  connections	   be	   made	   between	   the	   participants	   and	   can	   one	   participant’s	  interpretation	   of	   lived	   experience	   provide	   contextual	   evidence	   for	   another	  participant’s	   interpretation?	   Smith	   et	   al.	   suggest	   that	   ‘some	   of	   the	   best	   IPA	   has	  this	   dual	   quality	   –	   pointing	   to	   ways	   in	   which	   participants	   represent	   unique	  idiosyncratic	   instances	  but	  also	   shared	  higher	  order	  qualities’	   (p.101).	  The	   final	  results	   are	   presented	   in	   a	   ‘Master’	   table	   of	   super-­‐ordinate	   themes	   with	  corresponding	  examples	   from	  each	  participant	  (p.101).	  This	  process	  of	  analysis,	  and	   comprehension	   of	   the	   collected	   data,	   allows	   the	   research	   question	   to	   be	  answered,	  discussed,	  and	  presents	  the	  data	  on	  a	  number	  of	  different	  levels,	  from	  the	  general	  to	  the	  specific.	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4.5.3 The	  Sample	  The	  size	  of	  the	  sample	  for	  this	  study	  is	  influenced	  by	  the	  factors	  outlined	  by	  Morse	  (2000).	   Morse	   (p.3)	   suggests	   five	   factors	   that	   should	   influence	   a	   researcher’s	  decision	  when	  defining	  sample	  size	  in	  qualitative	  research:	  
• The	  scope	  of	  the	  study;	  
• The	  nature	  of	  the	  topic;	  
• The	  quality	  of	  the	  data;	  
• Study	  design;	  and	  
• The	  use	  of	  shadowed	  data.	  Importantly,	  each	  of	  these	  criteria	  is	  discussed	  in	  terms	  of	  reaching	  saturation,	  a	  healthy	  supply	  of	  rich	  data.	  Scope	  affects	  sample	  size	   in	  that	  a	  broader	  research	  question	  suggests	  a	  wider,	  or	  larger,	  range	  of	  participants	  or	  subjects.	  This	  study	  focuses	   on	   a	   very	   particular	   group	   of	   participants	   with	   a	   set	   of	   skills	   that	   is	  unique.	  	  Smith	  et	  al.	  (2009,	  p.52)	  debate	  the	  sample	  size	  of	  a	  PhD	  study,	  employing	  IPA,	  suggesting	  that	  the	  validity	  of	  research	  at	  this	  level,	  especially	  in	  qualitative	  research,	  cannot	  be	  determined	  by	  a	  minimum	  sample	  size.	  The	  shape	  and	  scale	  of	  PhD	  studies	  varies,	  dependent	  on	  the	  research	  questions,	  the	  area	  of	  research	  and	   the	   topics	   being	   discussed.	   The	   research	   question	   specifies	   the	   focused	  approach	   this	   study	   has	   taken	   suggesting	   a	   sample	   size	   that	   is	   not	   to	   broad.	  	  Morse	  (2000)	  suggests	  that	  a	  larger	  qualitative	  study	  may	  not	  necessarily	  present	  data	  that	  is	  richer	  than	  a	  smaller,	  more	  focused	  study.	  Smith	  et	  al.	  (2009)	  further	  Morse’s	  argument	  by	  stating	  that	  detail,	  in	  terms	  of	  the	  idiographic	  nature	  of	  this	  research,	  ‘utilizes	  small,	  purposively-­‐selected	  and	  carefully	  situated	  samples,	  and	  may	  often	  make	  very	  effective	  use	  of	  single	  case	  analyses’	  (p.29).	  The	  selection	  of	  participants	  will	  directly	  influence	  the	  quality	  of	  the	  data.	  	  The	  nature	  of	  the	  topic,	  being	   clearly	   defined	   by	   the	   research	   question	   brings	   focus	   to	   the	   sampling	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process.	  As	  with	  the	  scope	  of	  the	  study,	  the	  topic	  is	  something	  that	  is	  only	  really	  clearly	  understood	  by	  a	   small	  number	  of	   individuals	  with	  a	  unique	   set	  of	   skills.	  This	  not	  only	  supports	  a	  smaller	  sample	  size,	  reflecting	  the	  specificity	  of	  the	  study,	  but	   this	   unique	   skillset	   in	   turn	   defines	   a	  more	   focused	   sample	   selection.	   Fewer	  participants	   are	   needed	   to	   reach	   saturation	   when	   the	   data	   is	   ‘rich	   and	  experiential’	  (Morse,	  2004,	  p.4).	  Morse	   (2000)	  describes	   the	  potential	  discrepancies	  of	   the	  data	  collection	  process:	  ‘some	  participants	  may	  have	  more	  time	  to	  give	  the	  researcher	  […]	  more	  willing	   to	   share	   these	   experiences	   with	   the	   researcher’	   (p.4).	   Different	   study	  designs	  will	   produce	  different	   amounts	   of	   data	   and	   single	   interviews	  with	   each	  participant	  (dependent	  on	  the	  participants	  willingness	  and	  ability	  to	  explore	  their	  experiences)	  will	  produce	  less	  data	  than	  that	  of	  a	  longitudinal	  study.	  With	  this	  in	  mind,	   this	   research	   balances	   the	   collection	   of	   rich	   data	   on	   a	   specific	   topic,	   and	  fairly	  concise	  scope,	  with	  singular	  interviews.	  	  Shadowed	  data	  is	  described	  as	  the	  process	  of	  participants	  ‘[discussing]	  the	  experience	  of	  others,	  how	  their	  own	  experience	  resembles	  or	  differs	  from	  others’	  (Morse,	  p.3).	  The	  specificity	  of	  participants	  for	  this	  study,	  as	  well	  as	  other	  similar	  works	  (Howlett,	  2012,	  for	  example),	  pre-­‐empt	  that	  Morse’s	  shadowed	  data	  could	  present	   itself.	   In	   this	   case	   it	   is	   evident	   that	   the	   recording	   studio	   is	   an	   active	  environment	  in	  which	  social	  contexts	  present	  themselves.	  As	  discussed	  earlier	  in	  this	  chapter,	  it	  is	  a	  world;	  a	  life	  setting	  that	  often	  features	  multiple	  personnel	  with	  multiple	   interpretations	   of	   it.	   It	   should	   be	   of	   no	   surprise	   that	   the	   participants	  recall	  experiences	  of	  others	  they	  have	  worked	  with	  as	  a	  way	  of	  interpreting	  their	  own	   experiences.	   This,	   once	   verified,	   only	   enhances	   the	   data	   and	   validates	   the	  experiential	   information	   that	   the	   study	   requires.	   Finally,	   Morse	   notes	   that	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phenomenological	   studies,	   although	   it	   is	   mentioned	   that	   typically	   we	   see	  participants	  interviewed	  ‘many	  times’	  (p.4),	  often	  feature	  a	  large	  amount	  of	  data	  per	  participant	  and	  ‘therefore	  needs	  fewer	  participants	  in	  the	  study	  (perhaps	  only	  6	  to	  10)’	  (p.5).	  	  Each	  participant	  was	  contacted	  via	  email	  with	  details	  of	  the	  study	  and	  the	  topics	  that	  would	  likely	  be	  discussed	  in	  the	  interviews.	  Initially	  fifteen	  producers	  were	   contacted,	   with	   eight	   of	   these	   either	   declining	   to	   participate	   or	  unresponsive.	  The	  seven	  participants	   that	  agreed	   formed	  the	   final	  sample,	  all	  of	  whom	   can	   be	   considered	   critical	   cases,	   providing	   rich	   data.	   This	   number	   is	  justified	   by	   the	   amount	   of	   data	   collected	   from	   each	   participant,	   the	   amount	   of	  time	  used	  to	  fully	  explore	  the	  issues	  raised	  by	  the	  study	  with	  each	  participant,	  and	  the	  unique	  experiences	  of	   the	  participants	  with	  relation	  to	   the	  topic	  outlined	  by	  the	   research	   question.	   Using	   the	   combined	   sampling	   methods	   detailed	   below	  fulfils	  the	  requirements	  of	  IPA	  to	  demonstrate	  a	  sample	  that	  is	  representative	  of	  a	  specific	  population.	  	  Key	  record	  producers	  and	  engineers	  make	  up	  the	  active	  population	  of	  the	  data	  set.	  Smith	  et	  al.	  (2009)	  suggest:	  
Sampling	  must	   be	   theoretically	   consistent	  with	   the	  qualitative	  paradigm	   in	   general	   and	  with	   IPA’s	   orientation	   in	   particular.	   This	   means	   that	   samples	   are	   selected	   purposively	  (rather	   than	   through	   probability	   methods)	   because	   they	   can	   offer	   a	   research	   project	  insight	  into	  a	  particular	  experience.	  (p.48)	  By	   selecting	   participants	   from	   a	   particular	   area	   of	   expertise,	   who	   are	  representative	   of	   a	   perspective,	   potential	   anomalies	   can	   be	   identified	   and	   the	  existence	   of	   which	   can	   be	   determined	   (Patton,	   2005).	   A	   method	   of	   purposive	  sampling	   (Patton,	   1990)	   has	   been	   used,	   by	   way	   of	   a	   single	   stage	   sampling	  procedure	  (Creswell,	  2014,	  p.158).	  Purposive	  sampling	  allows	  for	  participants	  to	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be	  selected	  under	  a	  number	  of	  critical	  criteria	  (Flick,	  2009,	  p.122)	   including	  the	  selection	  of	   extreme	  cases,	   typical	   cases,	  maximal	  variants,	   intensity	  variants	  or	  critical	  cases.	  Extreme	  cases	  display	  clear	  opposing	  examples	  of	  participants,	   for	  example,	   a	   producer	   who	   may	   have	   produced	   one	   HM	   record	   in	   1970	   and	   no	  longer	  works	  in	  the	  domain,	  contrasted	  with	  a	  working	  producer	  with	  numerous	  HM	   records	   in	   their	   discography.	   Typical	   cases	   show	   participants	   who	   have	  worked	  on	  HM	  records	  for	  an	  average	  amount	  of	  time,	  compared	  with	  their	  peers,	  or	   as	   a	  more	   specific	   example,	   a	   selection	   of	   producers	   or	   engineers	  who	   have	  worked	   on	   productions	   of	   the	   same	   artist.	   Maximal	   variation	   aims	   to	   select	  participants	   that	   display	   significant	   contrast	   in	   the	   field	   of	   research	   and	   the	  breadth	  of	   the	   field.	  Selection	  by	   intensity	   is	   to	  select	  participants	  who	  show	  an	  emotional	   connection	   to	   the	   research	   subject	   or	   display	   a	   more	   prominent	  presence	  in	  the	  field.	  Critical	  cases	  are	  selections	  made	  based	  on	  expert	  opinion	  or	  clear	   recognition	   by	   the	   researcher.	   In	   this	   case	   a	   critical	   case	   would	   be	  recognised	  by	  a	  significant,	  or	  defining,	  production	  credit	  (or	  series	  of	  credits),	  or	  contribution	   to	   recorded	   HM	   music.	   The	   importance	   in	   purposively	   selecting	  particular	  producers	  and	  engineers	  will	  aid	  the	  collection	  of	  rich	  data	  that	  fulfils	  the	   research	   question.	   These	   selections	   should	   be	   considered	   as	   ‘critical	   cases’	  (Patton	  2005;	  Flick	  2009)	  or	  as	  Shank	  describes,	   ‘informationally	  rich	  sources	  of	  data’	   (2006,	  p.30).	  Each	  participant	  was	  selected	   for	   this	   study	  according	   to	   the	  releases	   they	  are	  credited	   for	  engineering,	  mixing,	  producing,	  or	  mastering.	  The	  participants	  are	  set	  out	  below.	  The	   participants	   interviewed	   for	   the	   study	   include	   a	   number	   of	  working	  producers	   and	   engineers	   who	   all	   have	   significant	   production	   credits	   when	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examining	  HM	  music.	  Biographical	   information	  and	  notable	  works	  can	  be	   found	  below.	  	  	  
Romesh	  Dodangoda	  (RD)	  Romesh	   Dodangoda	   is	   based	   in	   Cardiff,	   South	   Wales.	   He	   specialises	   in	   the	  production	  of	  Rock,	  Pop,	  and	  HM	  and	  has	  worked	  on	  numerous	  HM	  releases	  by	  artists	   such	   as:	   Bleed	   From	   Within;	   Bring	   Me	   The	   Horizon;	   Bullet	   For	   My	  Valentine;	  Earthtone9;	  Funeral	  For	  a	  Friend;	  Monuments;	  Motörhead;	  and	  Sylosis.	  Releases	  worth	  noting	  for	  this	  study	  include:	  
• Bleed	  From	  Within	  –	  Uprising	  (2013)	  Drum	  production	  only;	  
• Monuments	  –	  The	  Amaneunsis	  (2014)	  Drum	  production	  only;	  
• Motörhead	  –	  The	  Wörld	  is	  Ours	  (2010)	  Guitar	  production	  only;	  and	  
• Sylosis	  –	  Monolith	  (2012)	  Engineer,	  Producer	  and	  Mixing.	  	  
Mike	  Exeter	  (ME)	  Mike	  Exeter	  is	  a	  Grammy	  award-­‐winning	  engineer,	  trained	  at	  Full	  Sail	  University	  in	  Orange	   County,	   Florida	   and	   is	   currently	  working	   freelance,	   based	   in	   Solihull,	  England.	  His	  production	  credits	  include	  HM	  artists	  such	  as:	  Black	  Sabbath;	  Cradle	  of	   Filth;	   Heaven	   &	   Hell;	   Iommi;	   Jaguar;	   Judas	   Priest;	   and	   Sonic	   Altar.	   Record	  production	  has	  taken	  Mike	  around	  the	  world,	  from	  Los	  Angeles	  to	  New	  Zealand	  as	  well	  as	  all	  over	  the	  United	  Kingdom.	  	  Releases	  worth	  noting	  for	  this	  study	  include:	  
• Black	  Sabbath	  –	  13	  (2013)	  Engineer;	  
• Cradle	  of	  Filth	  –	  From	  The	  Cradle	  to	  Enslave	  (1999)	  Engineer	  and	  Mixing;	  
• Heaven	  &	  Hell	  –	  The	  Devil	  You	  Know	  (2009)	  Engineer	  and	  Producer;	  and	  
• Judas	  Priest	  	  -­‐	  Redeemer	  of	  Souls	  (2014)	  Engineer,	  Mixing	  and	  Producer.	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Russ	  Russell	  (RR)	  Based	   at	   the	   Parlour	   Studios	   near	   Northampton,	   England,	   Russ	   Russell	   (RR)	  specialises	   in	   the	  production	  of	   Extreme	  HM	  music.	  His	   credits	   include:	  Dimmu	  Borgir;	  Evile;	  The	  Ga-­‐Ga’s;	  Napalm	  Death;	  The	  Rotted;	  Sikth;	  and	  The	  Wildhearts.	  He	  has	   also	  been	   a	   regular	   front-­‐of-­‐house	   engineer	   for	  HM	  bands	   at	   large	   scale	  music	  festivals	  including	  Download;	  Reading	  and	  Leeds;	  and	  the	  Ozzfest.	  Releases	  worth	  noting	  for	  this	  study:	  
• Dimmu	  Borgir	  –	  Abrahadabra	  (2010)	  Engineer	  and	  Mastering;	  
• Evile	  –	  Skull	  (2013)	  Engineer,	  Mixing,	  Producer	  and	  Mastering;	  
• Napalm	  Death	  –	  Utilitarian	  (2012)	  Engineer,	  Mixing	  and	  Producer;	  and	  
• Vallenfyre	  –	  A	  Fragile	  King	  (2011)	  Mixing	  and	  Mastering.	  	  
Tom	  Allom	  (TA)	  As	  engineer	  for	  the	  first	  two	  releases	  by	  Black	  Sabbath,	  Tom	  Allom	  was	  one	  of	  few	  people	   to	   witness	   the	   birth	   of	   the	   recorded	   HM	   sound.	   His	   career	   spans	   forty	  years	  and	  his	  production	  credits	  include:	  Aerosmith;	  Black	  Sabbath;	  Def	  Leppard;	  Judas	  Priest;	  Krokus;	  Loverboy;	  and	  The	  Tourists.	  Releases	  worth	  noting	  for	  this	  study	  include:	  
• Black	  Sabbath	  –	  Black	  Sabbath	  (1970)	  Engineer;	  
• Black	  Sabbath	  –	  Paranoid	  (1970)	  Engineer;	  	  
• Def	  Leppard	  	  -­‐	  On	  Through	  The	  Night	  (1980)	  Producer;	  and	  
• Judas	  Priest	  –	  British	  Steel	  (1980)	  Mixing	  and	  Producer.	  	  
Dave	  Chang	  (DC)	  Dave	  Chang	  is	  a	  record	  producer	  based	  in	  Reading,	  England	  and	  has	  been	  working	  in	  the	  music	  industry	  for	  over	  twenty	  years.	  Throughout	  his	  career	  he	  has	  worked	  in	  numerous	   studios	   including	  Abbey	  Road.	  Notable	  production	   credits	   include:	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Dagoba;	  Earthtone9;	  Electric	  Wizard;	  Forever	  Never;	  Gorerotted;	  Orange	  Goblin;	  and	  Stamping	  Ground.	  Releases	  worth	  noting	  for	  this	  study	  include:	  
• Dagoba	  –	  Poseidon	  (2010)	  Mixing	  and	  Mastering;	  
• Orange	  Goblin	  –	  Time	  Travelling	  Blues	  (1999)	  Engineer	  and	  Producer;	  and	  
• Stampin’	   Ground	   –	   Carved	   From	   Empty	   Words	   (2001)	   Engineer,	   Mixing	   and	  Producer.	  	  
Oz	  Craggs	  (OC)	  Oz	  Craggs	  is	  the	  owner	  of	  Hidden	  Track	  Studios	  in	  Folkestone,	  England.	  He	  is	  also	  a	  full	  time	  touring	  musician	  in	  grunge-­‐metal	  band	  Feed	  The	  Rhino.	  Although	  only	  working	  as	  an	  engineer	  and	  producer	  for	  just	  over	  a	  decade,	  Oz	  has	  worked	  with	  hundreds	  of	  artists	  including:	  Dead	  Harts;	  Feed	  The	  Rhino;	  Mallory	  Knox;	  and	  Pay	  No	  Respect.	  Notable	  releases	  for	  this	  study	  include:	  
• Dead	  Harts	  –	  Cult	  For	  The	  Haggard	  Youth	  (2014)	  Engineer;	  Mixing;	  and	  Producer;	  
• Feed	   The	   Rhino	   –	   The	   Sorrow	   and	   The	   Sound	   (2014)	   Engineer;	   Mixing;	   and	  Producer;	  
• Hildamay	  –	  Drag	  (2013)	  Engineer;	  Mixing;	  and	  Producer;	  and	  
• Polar	  –	  Shadowed	  By	  Vultures	  (2014)	  Mastering.	  	  
Martyn	  ‘Ginge’	  Ford	  (MF)	  Martyn	  Ford	  is	  the	  owner	  and	  house-­‐engineer	  of	  Nott-­‐In-­‐Pill	  Studios,	  Newport.	  As	  the	   original	   drummer	   for	   Welsh	   Metal/Reggae/Dub	   band	   Skindred,	   he	   has	  considerable	   experience	   in	   performing	   a	   unique	   brand	   of	   HM	  music	   across	   the	  globe.	  As	  a	  producer	  and	  engineer	  he	  has	  worked	  with:	  Axewound;	  Bleed	  From	  Within;	  Bullet	  For	  My	  Valentine;	  Trivium;	  and	  Slipknot.	  Notable	  releases	  include:	  
• Axewound	  –	  Vultures	  (2012)	  Engineer;	  
• Bleed	  From	  Within	  –	  Uprising	  (2013)	  Producer;	  and	  Vocal	  Engineer;	  
• Bullet	  For	  My	  Valentine	  –	  Temper	  Temper	  (2013)	  Engineer;	  and	  
• Trivium	  –	  In	  Waves	  (2011)	  Mixing;	  Producer;	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Figure	  4.2	  Participant	  Activity	  Timeline	  	  
4.5.4 Interviews	  	  
Good	   research	   interviewing	   requires	   us	   to	   accept,	   and	   indeed	   relish,	   the	   fact	   that	   the	  course	  and	  content	  of	  an	   interview	  cannot	  be	   laid	  down	   in	  advance.	   (Smith	  et	  al.,	  2009,	  p.65)	  To	   collect	   relevant	   data	   each	   participant	  was	   subject	   to	   a	   singular	   interview	   of	  approximately	   an	  hour	   in	   length,	   of	  which	   an	   audio	   recording	  will	   be	   captured.	  The	   interview	   process	   provides	   qualitative	   researchers	   with	   rich	   data	   due	   to	  direct	  interaction	  with	  the	  participant,	  whether	  this	  is	  in	  person,	  via	  telephone	  or	  
Skype	   conference	   call.	   Peräkylä	   and	   Ruusuvuori,	   in	   Denzin	   and	   Lincoln	   (2011),	  outline	  the	  methods	  used	  to	  analyse	  qualitative	  data	  in	  the	  form	  of	  speech	  or	  text.	  	  
By	   using	   interviews,	   the	   researcher	   can	   reach	   areas	   of	   reality	   that	   would	   otherwise	  remain	  inaccessible	  such	  as	  people’s	  subjective	  experiences	  and	  attitudes.	  The	  interview	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is	  also	  a	  very	  convenient	  way	  of	  overcoming	  distances	  both	  in	  space	  and	  time;	  past	  events	  or	   far	   away	   experiences	   can	   be	   studied	   by	   interviewing	   people	  who	   tool	   part	   in	   them’	  (p.529)	  Two	   key	   points	   are	   worth	   considering	   here.	   Firstly,	   the	   purpose	   of	  phenomenological	  research	  is	  to	  access	  interpretations	  of	  the	  world	  and	  our	  lived	  experiences	   within	   it,	   with	   interviews	   allowing	   the	   researcher	   access	   to	   this	  subjective	   view.	   Secondly,	   the	   participants	   of	   this	   study	   are	   to	   be	   found	   at	  different	   stages	   of	   their	   careers	   chronologically	   and	   in	   varied	   geographical	  location,	  supporting	  the	  use	  of	  interviews.	  	  For	   the	   purpose	   of	   this	   research	   a	   method	   of	   in	   depth,	   semi-­‐structured	  interviewing	  will	   be	  used,	   based	  on	   the	  method	  outlined	  by	   Smith	   et	   al.	   (2009)	  who	   describe	   the	   in	   depth	   interview	   to	   be	   a	   process	   which	   ‘permits	   the	  participants	   to	   tell	   their	   own	   stories,	   in	   their	   own	  words’	   (p.57),	   allowing	   rich	  experiential	  data	  to	  become	  the	  focus	  of	  the	  interview.	  Smith	  et	  al.	  (2009)	  suggest	  that	   the	   interview	   should	   address	   the	   research	   question	   at	   an	   abstract	   level,	  discussing	  relevant	  topics	  that	  introduce	  key	  themes	  but	  never	  explicitly	  address	  the	   research	   question	   directly.	   This	   allows	   for	   themes	   to	   emerge	   naturally	   and	  remove	   any	   chance	   of	   inferring	   bias	   upon	   the	   participant.	   It	   is	   these	   natural	  ‘unexpected	   turns’	   (p.58)	   that	   create	   the	   opportunity	   for	   further	   exploration	   of	  themes	  that	  may	  arise.	  This	  perhaps	  wouldn’t	  be	  possible	  within	  the	  framework	  of	  a	  structured	  interview	  or	  questionnaire.	  	  Even	   within	   a	   semi-­‐structured	   interview,	   Smith	   et	   al.	   advise	   that	   a	  schedule	   is	   created.	   This	   helps	   to	   prepare	   for	   the	   likelihood	   of	   unexpected	  avenues	  by	  allowing	  the	  interview	  to	  follow	  the	  narrative	  of	  the	  participant	  whilst	  having	  guides	  to	  come	  back	  to.	  This	  also	  ensures	  the	  interview	  provides	  rich	  data	  and	   continually	   refers	   back	   to	   the	   research	   question;	   and	   also	   helps	   prepare	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phrasing	  of	   complex	  questions	  or	  potentially	   sensitive	   subject	  matter,	   including	  the	   personal	   elements	   of	   record	   production	   that	   could	   be	   deduced	   to	   a	   sonic	  signature	  of	  the	  various	  participants.	  	  Interviews	  were	  conducted	  at	  a	  location	  chosen	  by	  the	  participant,	  usually	  their	  own	  home	  studio	  or	  place	  of	  work,	  whilst	  one	  interview	  was	  conducted	  via	  
Skype.	   	  
4.5.5 Materials	  and	  Apparatus	  To	   conduct	   the	   semi-­‐structured	   interviews	   of	   each	   participant,	   the	   following	  apparatus	  was	  used:	  
• Zoom	  H1	  portable	  audio	  recorder;	  
• Copies	  of	  participant	  information	  sheet	  and	  consent	  forms;	  
• iMac	  27”	  OSX	  10.8.5;	  and	  
• Skype	  v.6.18.106	  for	  video	  calls.	  	  
4.6 Ethical	  Considerations	  The	  study,	  as	  qualitative	  research,	  relies	  on	  human	  social	  interaction	  as	  the	  main	  focus.	  This	  requires,	  as	  with	  all	  research,	  consideration	  of	  ethical	  issues	  that	  may	  present	   themselves.	   Academic	   considerations	   of	   ethical	   approaches	   to	   research	  have	  been	  addressed	  by	  a	  number	  of	  authors	  (Butler-­‐Kisber,	  2010;	  Christians,	  in	  Denzin	  and	  Lincoln,	  2010;	  Graziano	  and	  Raulin,	  2013).	  	  	  Issues	   of	   informed	   consent	  must	   be	   addressed,	   including	   the	   capacity	   to	  acquire	  and	  interpret	  information	  from	  a	  participant	  and	  whether	  the	  participant	  displays	  an	  understanding	  that	  their	  views	  are	  to	  be	  used	  for	  publication.	  It	  was	  the	   authors’	   responsibility	   to	   provide	   clear	   and	   concise	   information	   to	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participants,	   from	   conception	   to	   analysis.	   This	   included	   the	   presentation	   and	  planning	  of	  interview	  questions	  and	  in	  divulging	  the	  nature	  of	  the	  research	  with	  participants.	   The	   right	   to	   exercise	   freedom	   of	   choice	   must	   was	   present	  throughout	  the	  process,	  maintaining	  high	   levels	  of	  consideration	  and	  no	  form	  of	  constraint.	   Privacy	   issues	   were	   also	   considered.	   When	   working	   with	   specific	  participants	   certain	   information	   may	   not	   be	   public	   knowledge	   and	   it	   was	   the	  authors	  responsibility	  to	  respect	  the	  participants	  wish	  to	  disclose	  certain	  details.	  This	  incorporates	  issues	  of	  sensitivity,	  situation	  and	  the	  authors’	  responsibility	  to	  not	  deceive	  or	  display	  any	  form	  of	  hidden	  agenda.	  	  As	  this	  study	  employs	  interviews	  as	  its	  data	  collection	  methods,	  invasion	  of	  privacy	   is	   a	   concern.	   Consent	   and	   full	   comprehension	   for	   the	   process	   and	  discussion	   of	   what	   constitutes	   a	   reasonable	   level	   of	   questioning	   between	  researcher	  and	  participant	  was	  required;	  this	  includes	  the	  recording	  of	  interview	  audio.	  With	  the	  selection	  of	  participants,	   it	   is	  essential,	  due	  to	  their	   influence	  on	  the	   subject	   in	   question,	   that	   they	   are	   not	   anonymous	   and	   that	   this	   does	   not	  become	  as	  issue	  of	  privacy.	  It	  was	  the	  researchers	  obligation	  to	  conduct	  all	  stages	  of	   the	   project	  with	   integrity	   and	  mindfulness	   of	   the	   issues	   addressed	   above.	   In	  addition,	   data	   was	   kept	   securely	   on	   a	   password-­‐protected	   server.	   As	   per	   the	  regulations	  outlined	  by	  the	  University	  of	  Hull,	  and	  as	  approved	  by	  the	  Faculty	  of	  Arts	  and	  Social	  Science	  ethics	  committee,	  written	  consent	  was	  obtained	  from	  each	  participant	  with	  the	  option	  to	  remove	  themselves	  from	  the	  study	  at	  any	  point	  in	  the	  duration	  of	  the	  research.	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4.7 Summary	  The	  philosophical	  and	  design	  considerations	  for	  this	  study	  have	  been	  outlined	  in	  this	   chapter.	   A	   qualitative	   approach	   has	   been	   outlined	   due	   to	   the	   nature	   of	   the	  research	  question,	  with	  the	  main	  data	  set	  being	  collected	  through	  semi-­‐structured	  interviews	  and	  analysed	  with	  the	  IPA	  method	  outlined	  by	  Smith	  et	  al.	  (2009).	  The	  study	  collects	  and	  presents	  experiential	  data	  from	  working	  record	  producers	  and	  engineers	  who	  have	  worked	  extensively	  within	   the	  HM	  genre	   and	   to	  determine	  the	   technological	   influence	  over	   the	  production	  of	  HM	  music.	  This	  encompasses	  commercial	   and	   artistic	   approaches,	   as	  well	   as	   biographical	   issues	   that	  may	   be	  contained	  within	  the	  interview	  data.	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5 Analysis	  The	   following	   chapter	   analyses	   the	   interview	   data	   collected	   between	   May	   and	  November	  2014.	  The	  interviews	  were	  analysed	  following	  the	  IPA	  method	  of	  Smith	  et	  al.	  (2009),	  applying	  their	  emergent	  theme	  method	  to	  allow	  the	  interview	  data	  to	  reveal	  subordinate	  and	  superordinate	  themes,	  through	  multiple	  readings.	  The	  following	   analysis	   explores	   the	   lived	   experience	   of	   the	   participants,	   whilst	  providing	  detailed	  analysis	  of	  the	  participant’s	  views	  via	  the	  interpretation	  of	  the	  researcher.	   Figure	   5.1	   below	   shows	   the	   distribution	   of	   the	   initial	   emergent	  themes	  after	   the	   first	   reading	  of	   each	   interview	   transcription;	   emergent	   themes	  that	   become	   prominent	   throughout	   this	   chapter	   were	   apparent	   from	   early	  readings.	   This	   representation	   also	   clearly	   shows	   technology	   as	   a	   prominent	  influence	  for	  the	  participants.	  
Figure	  5.1	  Word	  Cloud	  Showing	  Emergent	  Themes	  	  -­‐	  First	  Reading	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In	  the	  previous	  chapter	  a	  number	  of	  aims	  were	  set	  out:	  
• Identify	  the	  ways	  in	  which	  the	  sound	  of	  HM	  has	  changed,	  as	  experienced	  by	  the	  people	  who	  make	  it,	  with	  specific	  relation	  to	  music	  technology;	  
• Understand	  the	  views	  of	  working	  producers	  and	  engineers	  to	  gain	  insight	  into	  the	  way	   in	   which	   recorded	   HM	   is	   produced,	   and	   whether	   this	   has	   changed	   and	  suggest	  directions	  in	  which	  it	  may	  develop	  further;	  and	  
• Interpret	   the	   lived	   experiences	   of	   working	   producers	   and	   engineers	   to	  understand	  the	  influence	  technology	  has	  on	  record	  production.	  The	  data	  presented	  in	  this	  chapter	  works	  towards	  fulfilling	  these	  aims	  through	  an	  interpretation	  of	  the	  participant	  responses.	   	  These	  interpretations	  are	  key	  to	  the	  IPA	   method	   described	   in	   the	   research	   methodology;	   ‘IPA	   is	   a	   joint	   product	   of	  researcher	   and	   researched’	   (Smith	   et	   al.,	   2009,	   p.110).	   To	   provide	   a	   contextual	  foundation	  this	  chapter	  first	  explores	  genre	  specific	  production	  aesthetics	  (GSPA).	  This	   is	   intended	   to	  outline	  and	  provide	   the	  participant’s	  views	  of	  what	  makes	  a	  HM	  record	  sound	  like	  a	  HM	  record.	  This	  also	  highlights	  the	  unique	  ways	  in	  which	  HM	   is	   produced,	   drawing	   on	   and	   expanding	   the	   themes	   presented	   by	   Mynett	  (2013),	   Reyes	   (2008)	   and	   Turner	   (2009),	   whilst	   using	   IPA	   to	   understand	   the	  experience	   of	   HM	   record	   production.	   The	   discussion	   of	   recorded	   HM	   GSPA	  precedes	  the	  exploration	  of	  the	  superordinate,	  and	  subordinate	  themes	  that	  arose	  from	  the	  participant	  interviews.	  	  Throughout	   this	   chapter	   the	   names	   of	   the	   participants	   have	   been	  shortened	  and	  referenced	  as	  follows:	  
Dave	  Chang	  	   	   (DC)	  Martyn	  Ford	  	   	   (MF)	  Mike	  Exeter	  	   	   (ME)	  Oz	  Craggs	  	   	   (OC)	  Romesh	  Dodangoda	  	  (RD)	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Russ	  Russell	  	   	   (RR)	  Tom	  Allom	  	   	   (TA)	  Interviewer	   	   (I)	  	  
5.1 Genre	  Specific	  Production	  Aesthetics	  
OC:	   Heavy	  music	  is	  supposed	  to	  sound	  aggressive.	  	  	  Central	   to	   the	   aims	   of	   this	   research	   is	   an	   understanding	   of	   what	   exactly	  constitutes	  recorded	  HM	  music.	  Whilst	  not	  ignoring	  musical	  attributes	  (pitch	  and	  harmony,	  for	  example),	  this	  research	  focuses	  clearly	  on	  the	  production	  attributes	  of	   recorded	  HM.	  This	   includes	   any	   and	   all	   processes	  within	   the	  pre-­‐production,	  recording,	  mixing	  and	  mastering	   stages	  of	  making	  a	  HM	  record.	  The	  participant	  accounts	   revealed	   four	   key	   production	   elements	   that	   are	   key	   to	   recorded	   HM	  music:	   impact;	   energy;	   precision;	   and	   extremity. 69 	  Chapter	   three	   and	   four	  explored	   record	   production,	   and	   HM	   specific	   production,	   within	   the	   context	   of	  current	  literature	  and	  research.	  This	  section	  acts	  as	  a	  precursor	  to	  the	  analysis	  of	  the	   key	   themes	   within	   the	   interview	   data	   by	   providing	   context	   and	   linking	  material	   to	   the	   previous	   chapters.	   By	   working	   towards	   fulfilling	   this	   aim	   a	  number	   of	   subsidiary	   questions	   arose	   that	   contribute	   to	   understanding	   the	  aesthetic	   decisions	   that	   may,	   or	   may	   not,	   be	   influenced	   by	   music	   technology.	  These	  questions	  are	  explored	  in	  the	  final	  part	  of	  this	  thesis.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
69	  Whilst	  these	  elements	  do	  not	  fall	  into	  any	  immediate	  hierarchy,	  the	  order	  in	  which	  they	  are	  presented	  is	  linked	  to	  the	  interpretation	  made	  as	  to	  their	  importance	  for	  the	  participants.	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Each	   participant	   paid	   attention	   to	   production	   aesthetics	   in	   strikingly	  different	   ways	   within	   their	   responses,	   whilst	   also	   providing	   some	   compelling	  evidence	  for	  the	  problems	  surrounding	  homogeny	  and	  the	  production	  aesthetics	  of	  HM	  music.	  As	  a	  point	  of	  departure	  discussion	  of	  recorded	  HM	  GSPA	  begins	  with	  Tom	  Allom	   (TA),	   the	   participant	  who	  has	   been	  working	   the	   longest	   in	   the	   field	  and	  is	  championed	  as	  the	  producer	  who	  gave	  birth	  to	  the	  HM	  sound,	  notably	  for	  his	  work	  with	  Black	  Sabbath	  between	  1969	  and	  1972.70	  This	  provides	  the	  study	  with	  a	  historical	  footing	  upon	  which	  the	  other	  participant	  interpretations	  are	  built	  on.	   TA	   provides	   insight	   into	  what	   aspects	   of	   a	   record’s	   production	  makes	   for	   a	  successful	  production.	  When	  discussing	  recording	  with	  Judas	  Priest	  he	  describes	  how	  he	  knew	  that	  a	  sonic	  aesthetic	  would	  work	  in	  the	  context	  of	  a	  HM	  album:	  
TA:	  	   That	  was	  about	  feel.	   It	   just	  had	  a	  good	  feel	  and	  it	  was	  a	  great	  riff.	   I	  was	  listening	  to	  [the	  guitar]	  and	  it	  was	  sending	  shivers	  down	  my	  spine.	  	  For	  TA,	  particular	  production	  aesthetics	  seem	  to	  be	  given	  value	  when	  elements	  of	  the	   production,	   in	   this	   case	   the	   sound	   of	   the	   electric	   guitar,	   made	   him	   feel	   a	  particular	  way.	  When	   these	   elements	   gave	  him	   the	   ‘shiver’	   reaction,	   he	   knew	   it	  was	   right.	   Affirmation	   comes	   in	   the	   form	   of	   an	   emotional	   response.	   As	   will	   be	  explored	  throughout	  the	  analysis	  of	  the	  data	  TA	  stands	  out	  as	  an	  anomaly	  due	  to	  his	  removal	   from	  producing	  HM	  records	   for	  a	  number	  of	  years;	  whilst	   this	  does	  not	   devalue	   his	   experiences.	   His	   importance	   to	   this	   study	   lies	   in	   establishing	   a	  historical	  context	  for	  the	  development	  of	  recorded	  HM	  and	  music	  technology.	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
70	  http://www.ultimate-­‐guitar.com/interviews/interviews/tom_allom_the_sounds_on_first_sabbath_albums_could_have_been_heavier.html	  [online]	  accessed	  17/06/2015	  	  	  	  In	  an	  interview	  discussing	  the	  production	  of	  guitar	  sounds	  on	  the	  early	  Black	  Sabbath	  records,	  TA	  suggests	  that	  had	  he	  recorded	  them	  a	  decade	  later	  they	  would	  be	  ‘heavier’.	  This	  is	  attributed	  to	  TA	  learning	  more	  about	  microphone	  technology	  and	  use.	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With	  regards	  to	  the	  early	  Black	  Sabbath	  recordings	  TA	  recalls:	  
TA:	  	   The	  thing	  that	  struck	  me	  when	  I	  was	  listening	  to	  the	  multi-­‐tracks,	  when	  I	  did	  this	  Classic	  Albums	  [documentary]	  (2010).	  I	  don’t	  think	  I	  was	  aware	  at	   the	   time	   just	  how	  good	   they	  were;	   the	  way	   that	   the	  bass	  and	  drums	  worked	  together.	  Implied	  in	  this	  reflective	  statement	  is	  the	  importance	  of	  the	  rhythm	  section.	  This	  is	  something	  explored	  earlier	  in	  chapter	  three,	  but	  this	  example	  solidifies	  the	  fact	  that,	   for	   producers,	   a	   cohesive	   rhythm	   section	   is	   linked	   to	   a	   successful	   HM	  production.	  The	  concepts	  of	  size	  and	  power	  that	  are	  linked	  to	  the	  rhythm	  section	  (chapter	  3.2.4)	  and	  the	  problems	  that	  performance	  style	  and	  timbre	  create	  have	  clearly	   been	   at	   the	   forefront	   of	   HM	   production	   since	   1969.	   TA	   continues	   to	  suggest	   that	   Black	   Sabbath	  were	   important	   in	   establishing	   this	   trait	  within	  HM	  production:	  
TA:	  	   The	  way	  that	  the	  bass	  and	  drums	  worked	  together.	  It	  was	  almost	  a	  jazz	  band	  in	  a	  way,	  really	  amazing	  intricate	  patterns	  and	  everything.	  […]	  They	  were	  [making]	  this	  music	  that	  no	  one	  else	  had	  […]	  	  More	   importantly,	   this	   suggests	   there	   is	   a	   value	   system	   in	   place	   for	   HM	  production.	   For	   TA	   value	   is	   evident	   in	   his	   description	   of	   feel;	   feel	   becomes	   the	  positive	   indicator	   for	   a	   successful	   production.	   MF	   also	   highlights	   feel	   as	   an	  indicator	  of	  value,	  whilst	  highlighting	  his	  own	  concerns	  for	  production:	  
MF:	  	   The	  feel	  of	  music,	   for	  me,	  as	   long	  as	  you	  don’t	  over	  trigger	  it	  […]	  comes	  from	   where	   you	   are	   hitting	   the	   drums	   […]	   It	   being	   perfectly	   in	   time	  doesn’t	   alter	   the	   feel	   of	   something;	   as	   long	   as	   the	   drummer	   is	   playing	  that.	  Using	   this	   idea	   of	   value,	   worth	   and	   importance,	   as	   a	   pathway	   through	  understanding	   the	   production	   aesthetics	   of	   HM	   also	   highlights	   the	   significant	  influence	   music	   technology	   has	   over	   the	   process.	   The	   prominence	   of	   a	   value	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system	   held	   by	   each	   of	   the	   participants	   is	   recurrent	   within	   discussion	   of	  production	  aesthetics.	  	  	  
5.1.1 Impact	  For	   DC	   the	   value	   of	   impact,	   suggestive	   of	   power,	   becomes	   a	   focal	   point.	  Interestingly	  DC	   chose	   to	   explore	   the	   value	   of	   impact	   through	  discussion	   of	   his	  influences:	  
DC:	   It	   was	   really	   the	   sounds	   of	   the	   nineties	   and	   people	   like	   Nirvana.	   The	  Andy	  Wallace	  mixes	  and	  things	  like	  that.	  I	  was	  thinking	  this	  is	  really	  what	  I	  want	   to	   be	   hearing,	   this	   sound,	   this	   kind	   of	   impact.	   Now	   there	   is	   the	  Chris	  Lord	  Alge	   […]	  new	  wave	  of	   rock	  and	  metal	   sound,	   and	   that	  more	  modern	  sound	  which	  was	  all	  still	  done	  analogue	  back	  then,	  but	  that	  was	  really	  getting	  to	  sonically	  this	  is	  what	  it	  should	  all	  be	  about.	  	  	  Impact	   stands	   out	   as	   part	   of	   Chang’s	  motivation	   to	   become	   a	   producer	   and	   the	  attribute	  he	  values	  of	  records	  produced	  by	  Andy	  Wallace	  and	  Chris	  Lord	  Alge.	  DC	  suggests	   that	   the	   sound	   he	   heard,	   when	   listening	   to	   records	   produced	   by	   the	  aforementioned	   producers,	   was	   ‘what	   it	   should	   all	   be	   about’.	   	   This	   ‘should	   be’	  suggests	   that	   these	   values	   potentially	   spawn	   from	   feeling	   that	   something	   is	  missing	  where	   production	   is	   concerned.	   Andy	  Wallace,	   as	   a	   further	   example	   of	  influence	  is	  equally	  as	  important	  for	  Oz	  Craggs	  (OC).	  
OC:	  	   Everything	  Andy	  Wallace	  has	  done	  is	  my	  favourite	  thing	  in	  the	  world.	  […]	  I	  just	  would	  sit	  and	  deconstruct	  Andy	  Wallace	  mixes.	  OC	  follows	  with:	  
OC:	   Heavy	  music	  is	  supposed	  to	  sound	  aggressive,	  sounding	  like	  it’s	  jumping	  out	  of	  the	  speakers.	  Heavy	  music	  is	  supposed	  to	  sound	  aggressive.	  Heavy	  music	  is	  supposed	  to	  sound	  like	   X.	   OC	   supports	   his	   own	   influences	   and	   how	   these	   influences	   hold	   value,	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comparably	  to	  DC,	  by	  implying	  how	  HM	  music	  should	  evoke	  feeling,	  how	  it	  should	  be	  presented;	  HM	  record	  production	  holds	  value	   through	  a	  representation	  of	  X-­‐ness.	  However,	  by	  ‘deconstructing’	  the	  records	  made	  by	  his	  influences,	  OC	  has	  had	  to	  process	  his	   own	  understanding	  of	   his	   emotional	   responses.	   For	  OC	  however,	  the	  production	  aesthetics	  that	  HM	  supposedly	  finds	  invaluable	  also	  present	  their	  own	   problems	   for	   the	   people	   that	   produce	   it.	   Expectations	   and	   desirables	  influence	   the	   way	   technology	   is	   used	   to	   produce	   HM	  music,	   something	   that	   is	  explored	   later	   in	   this	   chapter.	  OC	   takes	  a	   stance	   that	  heavy	  music	  production	   is	  primarily	  concerned	  with	  energy.	  	  
5.1.2 Energy	  Achieving	  energy,	  like	  DC’s	  impact,	  is	  paramount	  for	  OC:	  
OC:	   I	  think	  the	  most	  important	  part	  is	  the	  energy	  and	  I	  think	  that	  people	  kind	  of	  have	  an	  idea	  of	  what	  energy	  should	  be.	  OC:	   It’s	   really	   about	   getting	   that	   energy	   onto	   the	   recording	   in	   whatever	  capacity	  it	  takes.	  	  OC	  believes	  there	  to	  be	  a	  prior	  understanding,	  presumably	  for	  musician,	  producer	  and	   listener,	   that	   a	   fundamental	   aesthetic	   for	   a	   successful	   HM	   production	   is	  energy.	  	  Energy,	  seemingly	  a	  necessity,	  can	  be	  achieved	  in	  a	  number	  of	  ways	  and	  means	  different	  things	  within	  the	  context	  of	  production:	  
OC:	  	   I	   want	   people	   to	   play	   their	   best	   and	   I	   think	   the	   energy,	   the	   most	  important	   thing	   for	   me,	   comes	   from	   people	   thinking	   they	   are	   playing	  their	  best.	  Energy	   once	   again	   becomes	   an	   indicator	   of	   success,	   linking	   to	   TA’s	   feel.	   It	   is	  interesting	  that	  OC	  suggests	  that	  perhaps	  a	  part	  of	  his	  role	  as	  producer	   is	  about	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convincing	  people	   that	   they	  are	  playing	   their	  best.	   It	  would	  seem	   it	   is	  more	   the	  case	  that	  producers	  are	  providing	  the	  opportunity	  for	  musicians	  to	  give	  their	  best	  performance.	  Technology	  affords	  the	  opportunity	  to	  create	  and	  encourage	  energy	  on	  record:	  
OC:	  	   My	  primary	   focus	   is	   energy	  and	  making	   things	   sound	  exciting.	  Now	   if	   I	  can	  use	   these	   tools,	   like	  drum	  quantising	  or	  drum	  samples,	  or	  anything	  else,	  to	  give	  that	  more	  energetic	  sound	  then	  I	  will	  use	  it.	  	  	  OC	  begins	  to	   identify	  a	  tension	  between	  technology	  and	  desired	  aesthetic	  effect.	  This	  tension	  begins	  to	  show	  how	  genre	  specific	  trends	  in	  production,	  drum	  quantising	   and	   sampling	   for	   example,	   can	   potentially	   hold	   influence	   over	   the	  process.	  Tension	  is	  placed	  elsewhere	  for	  DC.	  He	  suggests	  that	  the	  tension	  he	  feels	  with	  producing	  music	  is	  between	  the	  perception	  of	  live	  and	  recorded	  versions	  of	  the	  same	  music:	  
DC:	   I	  want	   the	  recording	   to	  be	  special	   for	   them	  […]	   I	  want	  everyone	   to	   feel	  like	   this	   is	   providing	   something	   the	   live	   performance	   isn’t	   providing.	  Because	   the	   live	   performance	   gives	   you	   the	   energy,	   people	   jumping	  about,	   the	  crowd,	  all	  of	   that.	  This	   is	   the	  studio	  performance.	  Depending	  on	  the	  kind	  of	  genre	  you	  might	  want	  it	  to	  be	  more	  accurate;	  you	  certainly	  still	  want	  the	  energy	  and	  the	  life	  […]	  It	  is	  clear	  that	  for	  DC	  the	  recorded	  version	  of	  a	  piece	  of	  music	  must	  demonstrate	  qualities	  beyond	  the	  live	  performance	  of	  the	  same	  piece.	  He	  wants	  his	  production	  approach	   to	  emphasise	   this,	  whilst	   retaining	   the	  energy	  of	  how	  music	   is	  usually	  performed.	  	  ME	  relates	  his	  view	  of	  energy	  within	  HM	  production	  to	  how	  fans	  perceive	  the	  music,	  and	  how	  fans	  expect	  certain	  aesthetics	  from	  HM:	  
ME:	  	   When	  you’re	  getting	  into	  the	  metal	  side	  of	  things,	  yes,	  they	  may	  want	  it	  loaded	  up	  with	  Lars	  Ulrich	  kick	  drums	  and	  bell	  brass	  snares,	  and	  maybe	  that’s	  the	  energy	  that	  the	  youngsters	  are	  looking	  for	  […]	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Drums	   commonly	   feature	   as	   a	   significant	  way	  of	   creating	   the	   energy	  HM	  music	  now	  seems	  to	  find	  necessary.	  It	  is	  also	  noted	  that	  ME	  identifies	  how	  energy	  can	  be	  created	   by	   technology	  when	   he	   uses	   the	   term	   ‘loaded	   up’,	   referring	   to	   samples	  being	   added	   or	   programmed.	   For	   RD	   energy	   seems	   to	   be	   embodied	   in	   creating	  excitement	  and	   surprise.	  This	   seems	   similar	   to	  DC’s	  view	  on	   the	  essence	  of	   live	  performance	  and	  how	  that	  fits	  into	  the	  recorded	  format.	  For	  RD,	  this	  excitement	  is	  created	  in	  the	  way	  the	  drums	  are	  presented	  in	  HM.	  Drum	  production	  once	  again	  seems	   to	   become	   an	   important	   example	   of	   achieving	   certain	   aesthetics	   in	   HM	  music	  production:	  	  
RD:	  	   When	  you	  do	  rock	  music	  you	  have	  to	  find	  things	  that	  are	  gonna	  make	  the	  listener	  be	  surprised	  I	  guess.	  You	  want	  an	  element	  of	  excitement	  for	  the	  listener	  […]	  drums	  are	  a	  really	  good	  way	  of	  creating	  excitement.	  Importantly,	  energy	   is	   frequently	   linked	  to	   the	  production	  of	   transients.	  Further	  exploration	  might	  focus	  on	  how	  transient	  detail	  is	  specifically	  dealt	  with	  in	  guitar	  production,	  but	  using	  drum	  production	  as	  the	  key	  example,	  transient	  intelligibility	  is	  explicitly	  linked	  to	  energy	  and	  excitement.	  Energy,	  as	  DC	  describes	  above,	  as	  a	  key	  element	  of	  a	  successful	  ‘studio	  performance’,	  pushes	  transient	  intelligibility	  to	  the	  forefront.	  A	  mix	  of	  a	  recorded	  performance	  must	  exhibit	  clear	  presentation	  of	  these	   transients,	   as	  one	  element	  of	  overall	   intelligibility.	  Whilst	   the	  participants	  perceive	  energy	  in	  a	  number	  of	  ways	  it	  can	  be	  exemplified	  by	  the	  intelligibility	  of	  transient	  detail.	  	  	  	  RR	  presents	  an	  interesting	  example	  of	  GSPA,	  and	  energy	  within	  this,	  as	  he	  is	   renowned	   for	   his	   work	   in	   more	   extreme	   HM	   production.	   The	   processes	   he	  chose	   to	   leave	   out	   define	   his	   construction	   of	   energy	   and	   how	   that	   fits	   into	   his	  production	  approach	  and	  what	  that	  did	  for	  the	  music:	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RR:	  	   What	  I’m	  sort	  of,	  what	  I	  like	  is	  when	  it	  sounds	  a	  bit	  raw,	  not	  perfect,	  not	  like	  it’s	  been	  edited	  to	  death.	  When	  it	  sounds	  like	  a	  band.	  When	  it	  sounds	  like	  that	  band	  more	  importantly.	  	  	  Energy	   is	   not	   the	   central	   focus	   of	   RR’s	   thoughts	   here;	   however,	   consider	   the	  previous	  examples	  displayed	  above.	  Each	  example	  links	  energy	  in	  HM	  production	  to	   an	   aesthetic	   that	   they	   want	   to	   achieve:	   excitement,	   feel,	   live-­‐ness,	   and	  surpassing	   expectations.	   For	   RR	   the	   energetic	   aesthetic	   is	   more	   aligned	   with	  reproduction	  of	  the	  artist’s	  sound.	  He	  wants	  the	  music	  he	  makes	  to	  sound	  like	  a	  band.	   The	   tensions	   that	   striving	   for	   GSPAs	   cause	   are	   apparent	   in	   how	   the	  participants	   interpret	   their	   own	   actions.	   	   For	   RR	   this	   tension	   is	   caused	   by	  perfection,	  by	  precision.	  	  
5.1.3 Precision	  
OC:	  	   I	  think	  the	  expectation	  of	  the	  listener	  on	  heavy	  music	  is	  an	  expectation	  of	  clinical	  precision	  now.	   I	   think	   if	  you	  were	   to	  do	  a	  certain	   type	  of	  heavy	  band	  and	  do	  not	  include	  the	  editing	  of	  tightness	  maybe	  people	  would	  feel	  cheated,	  feel	  like	  its	  not	  tight.	  The	  technology	  has	  made	  the	  performance	  element	   transcend	   what	   was	   acceptable,	   now	   it	   has	   become	  unacceptable	  in	  some	  ways.	  	  OC’s	   idea	   that	  modern	   HM	   productions	  must	   be	   edited	   and	   tightened	   confirms	  that	   GSPA	  directly	   affect	  musical	   elements.	   It	   is	   also	   interesting	   to	   find	   that	  OC	  considers	  HM	  production	  to	  be	  defined	  by	  an	  aesthetic	  that	  is	  no	  longer	  desired.	  This	   almost	   directly	   juxtaposes	   the	   view	   of	   TA	   that	   feel	   is	   the	  most	   important	  aesthetic	   within	   HM	   music.	   Precision,	   synonymous	   with	   tightness,	   now	   takes	  precedence	   over	   feel.	   MF	   takes	   the	   view	   that	   to	   create	   the	   power	   that	   is	   often	  described	  within	  HM	  music,	  precision	  plays	  an	  important	  part:	  
MF:	  	   Even	   though	   I	   am	   going	   to	   nail	   it	   to	   the	   grid,	   if	   its	   full	   on	  metal	   that’s	  where	  the	  power	  comes	  from,	  when	  everything	  lands	  together.	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MF	  acknowledges	  that	  precision	  is	  a	  compromise	  for	  modern	  HM.	  To	  achieve	  the	  aesthetic	  his	  clients	  strive	  for,	  the	  energy,	  the	  power,	  he	  must	  put	  everything	  into	  perfect	  time	  (‘nail	  it	  to	  the	  grid’).71	  His	  response	  suggests	  an	  acceptance	  that	  HM	  production	   cannot	   be	   done	   any	   other	   way.	   Contrastingly	   he	   goes	   on	   to	  acknowledge	  that	  because	  of	  the	  precision	  required,	  HM	  music	  has	  forged	  itself	  as	  one	  of	  the	  most	  difficult	  musical	  genres	  to	  engineer,	  or	  produce:	  
MF:	  	   As	   far	   as	   production	   is	   concerned	  metal	   probably	   uses	   the	   technology	  more	  than	  most	  […]	  If	  you	  can	  record	  a	  metal	  band	  and	  make	  that	  sound	  decent	   you	   can	   pretty	   much	   do	   anything	   else	   […]	   It’s	   so	   precise	   and	  everything	  about	  it,	  the	  playing,	  [it	   is]	  the	  most	  difficult	  thing	  you	  could	  record.	  	  Secondary	  to	  this	  acknowledgement	  of	  HM	  music’s	  complexity	   is	   the	  acceptance	  that	  technology	  plays	  a	  far	  more	  important	  role	  for	  HM	  production	  than	  any	  other	  genre.	  This	  technological	  influence	  over	  GSPA	  transcends	  the	  production	  process	  and	   also	   impacts	   upon	   the	   song	   writing	   and	   performance	   practices	   of	   HM	  musicians.	  RR	  identifies	  with	  this:	  
RR:	  	   It’s	  almost	  the	  norm	  now	  for	  a	  HM	  drummer	  to	  practice	  and	  always	  play	  with	   triggers	   on	   his	   kicks,	   not	   everybody,	   but	  more	   than	   not	   now.	   Just	  that	   alone	   has	   influenced	   how	   songs	   are	   being	   written,	   tempo	   and	  precision	  has	  gone	  up	  and	  up	  and	  up.	  	  Precision	   is	   a	   specific	   example	   of	   how	   GSPA	   have	   influenced	   both	   the	  recording	  process	  and	  performance	  practice.	  Once	  again	  drums	  are	  presented	  as	  the	  key	  indicator	  of	  the	  influence	  of	  a	  GSPA,	  perhaps	  due	  to	  their	  position	  in	  the	  
Sound-­‐box	   (see	   chapter	   1.4)	   or	   because	   of	   the	   widely	   accepted	   order	   in	   which	  instruments	  are	  recorded.	  Whilst	  most	  view	  HM	  as	  a	  genre	   that	  exhibits	  unique	  GSPAs,	  DC	  takes	  the	  opinion	  that	  HM	  shares	  its	  precision	  focused	  aesthetics	  with	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
71	  The	  ‘Grid’	  is	  part	  of	  the	  architecture	  within	  modern	  DAW	  (digital	  audio	  workstations)	  that	  highlights	  different	  aspects	  of	  musical	  timing:	  bars,	  beats	  or	  seconds.	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electronic	   and	   dance	  music.	   He	   also	   suggests	   that	   precision,	   and	   perhaps	   other	  GSPAs,	   affords	   the	   technological	   processes	   that	   are	   often	   employed	   within	   HM	  production.	  
DC:	   Even	  before	  digital	  came	  in	  I	  was	  already	  beginning	  to	  think	  HM	  has	  a	  lot	  in	   common	  with	  electronic	  and	  dance	  music	   in	   that	  kind	  of,	  people	  are	  after	  that	  precision	  […]	  it	  suited	  the	  kind	  of	  editing	  you	  could	  do	  with	  Pro	  Tools	  more	  than	  any	  other	  genre.	  	  Precision	  can	  be	  recognised	  here	  as	  a	  key	  example	  of	  a	  GSPA	  for	  HM	  music.	  The	  acceptance	  of	  precision	  as	   a	   requirement	   for	   success	  within	   a	  HM	  recording,	   as	  well	  as	  the	  ways	  in	  which	  it	  is	  implemented,	  suggests	  that	  a	  reliance	  on	  precision	  has	   been	   developed	   over	   time,	   paralleling	   how	   technology	   has	   developed.	   DC	  highlights	  this	  chronological	  development	  by	  identifying	  the	  use	  of	  Pro	  Tools	  and	  its	   vast	   array	   of	   audio	   editing	   functions,	   in	   direct	   contrast	   to	   pre-­‐digital	  production,	  as	  a	  key	  motivator	  for	  precision.	  	  	  
5.1.4 Extremity	  Impact,	  energy,	  and	  precision	  are	  central	  to	  the	  GSPAs	  of	  HM	  music.	  The	  tensions	  that	   these	  GSPAs	  create	   for	  performance	  practice	  and	  song	  writing	   suggest	   that	  there	   is	   a	   struggle	   for	   extremity	  within	  HM	  GSPA.	  Extremity	   can	  be	   seen	   in	   the	  precision	   of	   both	   performance	   and	   recording	   practices;	   it	   is	   also	   present	   in	   the	  links	   made	   by	   Mynett	   (2013)	   to	   the	   concepts	   of	   size	   and	   weight	   within	   HM	  production	  fundamentals.	  Extreme	  musical	  attributes	  often	  influence	  production	  aesthetics	   within	   HM	  music.	   Extreme	   performance	   qualities	   such	   as	   tempi	   and	  dynamics	  often	   inform	  the	  equalisation	  and	  dynamic	  processing	   that	   is	  used.	  So	  why	  is	  extremity	  important	  for	  the	  consideration	  of	  GSPAs?	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Extremity	  is	  suggested	  by	  the	  specific	  aesthetics	  and	  how	  HM	  productions	  set	  out	  to	  achieve	  them;	  heaviness	  and	  sonic	  weight	  are	  but	  one	  of	  the	  examples	  that	  are	  defined	  by	  extremity.	  Impact	  implies	  an	  object	  coming	  into	  contact	  with	  another	   object	   with	   relative	   force.	   Energy,	   within	   the	   participant	   responses,	   is	  only	  ever	  linked	  to	  having	  an	  abundance	  of	  energy.	  Extreme	  attention	  to	  detail	  is	  implied	  by	  precision.	  Without	  reiterating	  the	  review	  of	  Turner	  (2009)	   it	   is	  clear	  that	   the	   notion	   of	   extremity	   is	   important	   to	   both	   HM	  musicians	   and	   recording	  engineers	   or	   producers	   (see	   chapter	   3.2).	   Heavy	   describes	   something	   with	  extreme	  weight.	  Within	   the	   confines	   of	   this	   study,	   extremity	   alludes	   to	  musical	  and	   performance	   attributes	   that	   influence	   production	   methods.	   This	   is	  highlighted	   by	   the	   radical	   EQ	   and	   dynamics	   processing	   that	   are	   analysed	   by	  Turner	  (2009).	   It	  can	  also	  be	  interpreted	  as	  a	  reflexive	  aesthetic	  suggesting	  that	  the	   extreme	   performance	   attributes	   are	   a	   product	   of	   the	   affordances	   of	  technology,	   allowing	   for	  more	   radical	  processing	   (extreme	  dynamics	  processing	  allows	  drummers	  to	  perform	  with	  less	  dynamic	  consistency	  so	  that	  they	  can	  focus	  on	  speed	  for	  example).	  Extremity	  is	  both	  musical	  and	  technological.	  What	   extremity	   does	   represent	   is	   an	   accepted	   ideal,	   the	   acceptance	   of	   a	  value	  system,	  or	  indeed	  a	  production	  methodology,	  for	  HM	  production.	  Whilst	  the	  above	  key	  GSPAs	  seem	  fundamental	  to	  HM	  production,	  it	  seems	  that	  the	  fact	  that	  they	  are	  accepted	  is	  more	  important	  than	  simply	  acknowledging	  their	  existence.	  Here	   is	  where	  the	  analysis	  at	   the	  centre	  of	   this	  research	  truly	  begins.	  GSPAs	  are	  part	   of	   a	   construction	  of	   accepted	   ideals,	   by	   engineer,	   producers	   and	  musicians	  alike.	  Their	  presence	  begins	  to	  fulfil	  the	  aims	  set	  out	  throughout	  this	  thesis,	  but	  to	  truly	  develop	  an	  understanding	  of	  the	  influence	  technology,	  and	  its	  development	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has	  over	  the	  GSPAs	  of	  HM	  music,	  the	  proposed	  concept	  of	  accepted	  ideals	  must	  be	  explored	   further.	   The	   anticipated	   use	   of	   technology	   and	   the	   potential	   use	   of	  technology	   are	   analysed	   below	   as	   emergent	   super-­‐ordinate	   themes	   from	   the	  participant	  interviews.	  These	  themes	  attend	  to	  the	  problems	  set	  out	  by	  the	  aims	  above	  and	  ultimately,	  the	  research	  question	  at	  the	  heart	  of	  this	  research:	  how	  has	  the	  development	  of	  technology	  influenced	  recorded	  HM	  music?	  	  	  	  	  	  	  	  	  	  	  
5.2 Emergent	  Themes	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Table	  5.1	  Emergent	  Themes	  The	  interviews	  revealed	  a	  number	  of	  factors	  that	  contribute	  to	  an	  understanding	  of	   the	   problem	   posed	   by	   the	   research	   question:	   ‘How	   has	   the	   development	   of	  technology	   influenced	   recorded	   HM	   music?’	   The	   data	   suggests	   a	   number	   of	  themes	   that	   were	   sub-­‐ordinate	   to	   two	   super-­‐ordinate	   concepts	   as	   the	   analysis	  concluded.	  The	  transcription	  data	  is	  first	  explored	  in	  terms	  of	  these	  sub-­‐ordinate	  themes	  and	  how	  they	   fall	   into	   two	  super-­‐ordinate	  categories:	  anticipated	  use	  of	  technology	  and	  the	  potential	  use	  of	   technology.	  For	  most	  of	   the	  participants	   the	  interviews	  provided	  the	  opportunity	  to	  consider	  aspects	  of	  their	  experiences	  that	  perhaps	  they	  had	  not	  questioned,	  or	  had	  the	  time	  to	  consider	  previously.	  Despite	  providing	   very	   individual	   responses	   the	   interviews	   each	   revealed	   the	   above	  subordinate	  themes	  as	  recurrent.	  	  
Potential	  use	  of	  technology	   • Technological	  Dichotomies	  
• Affordances	  
• Approach	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5.2.1 Anticipated	  Use	  of	  Technology	  Anticipated	   use	   of	   technology	   groups	   together	   the	   sub-­‐ordinate	   themes	   that	  influence	  recorded	  HM	  music	  from	  outside	  parties.	  Expectations	  for	  recorded	  HM	  music	   and	   those	   who	   produce	   it	   forms	   a	   central	   focus,	   whilst	   also	   taking	   into	  account	  influence	  from	  the	  recording	  industry.	  Influences	  from	  prolific	  producers	  or	   engineers	   are	   highlighted	   as	   well	   as	   the	   influence	   of	   specific	   pieces	   of	  technology	   used	   in	   the	   process	   of	   recording	   HM	   music;	   with	   specific	   focus	   on	  editing	  as	  a	  way	  of	  achieving	  the	  GSPA	  of	  recorded	  HM.	  	  	  
Expectation	  
DC:	   You	  want	  to	  please	  fans	  and	  do	  things	  that	  people	  will	  like.	   	  	   	   	   	   	   	  Striving	   to	  achieve	   the	  GSPA	   for	   recorded	  HM	  can	  manifest	  as	  expectations	   that	  both	   artist	   and	   producer	   have	   for	   the	   project,	   expectations	   that	   commercial	   or	  industrial	  parties	  have,	  or	  as	  expectations	  projected	  onto	  recorded	  music	  by	  those	  who	   consume	   it.	   Whilst	   looking	   ahead	   to	   the	   concept	   of	   anticipated	   use	   of	  technology,	   this	   section	   aims	   to	   separate	   the	   role	   expectation	   plays	   within	  recording	   HM	  music,	   from	   anticipation;	   more	   specifically	   linked	   with	   recorded	  HM	  music	  and	  the	  development	  of	  music	  technology.	  	  Expectation	  and	  anticipation	  differ	  in	  that	  anticipation	  pre-­‐empts	  positive	  action,	  or	  it	  is	  the	  result	  of	  looking	  ahead	  towards	  a	  positive	  outcome.	  Expectation	  is	  defined	  as	  the	  strong	  belief	  that	  something	  will	  take	  place	  but	  does	  not	  polarise	  to	   any	   such	   positive,	   or	   negative,	   definition.	   Whilst	   these	   may	   seem	   similar,	  objectively	   they	   are	   separated	   by	   the	   fact	   that	   anticipation	   pre-­‐empts	   a	   result,	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whilst	   expectation	   suggests	   a	   conscious	   understanding	   that	   something	   will	  happen,	  not	  necessarily	  having	  a	  result	   in	  mind.	  72	  This	  separation	  does	  result	   in	  expectation,	   or	   the	   expected,	   being	   associated	   with	   negative	   results	   or	  implications.	   For	   example,	   a	   parent	   will	   expect	   a	   child	   to	   tidy	   their	   bedroom,	  which	  will	  not	  be	  a	  positive	  experience	  in	  the	  eyes	  of	  the	  child;	  a	  child	  would	  not	  anticipate	   (look	   forward	   to)	   tidying	   their	  bedroom.	  Excusing	   the	  example,	   these	  negative	   connotations	   surround	   HM	   production	   and	   are	   discussed	   by	   the	  participants.	  	  Expectations	   appear	   throughout	   the	   interviews	   in	   a	   number	   of	   ways.	  Producers	   and	   engineers	   communicate	   that	   they	   are	   providing	   a	   service	   for	  artists	  and	  facilitate	  the	  expectations	  artists	  have	  for	  their	  record.	  	  
DC:	   If	  bands	  want	  to	  sound	  like	  something	  that’s	  what	  we	  try	  and	  do.	  OC:	   It	  becomes	  an	  ethical	  question,	  […]	  do	  I	  not	  give	  them	  what	  they	  want,	  if	  I	  think	  it’s	  a	  better	  idea	  or	  ultimately	  its	  about	  people	  being	  happy	  right	  so	  therefore	   I	  have	   to	  play	   into	   that.	   I	   own	  a	   [Peavey]	  6505	   for	   that	   exact	  reason.	  Because	  people	  want	  XY	  guitar	  sound,	  who	  am	  I	  to	  suggest	  that	  that’s	  not	  what	  they	  want?	  DC	  and	  OC	  highlight	  the	  nature	  of	  balancing	  the	  service	  and	  artistic	  parts	  of	  their	  role,	  facilitating	  the	  artist	  in	  recording	  their	  music	  whilst	  also,	  albeit	  by	  omission,	  showing	  the	  tension	  caused	  by	  balancing	  these	  roles.	  Here	  it	  is	  worth	  noting	  that	  expectation	  is	  used	  rather	  than	  anticipation	  as	  both	  DC	  and	  OC	  treat	  the	  attributes	  that	  artists	  look	  for,	  or	  expect,	  as	  something	  to	  question,	  to	  justify.	  For	  DC	  it	  is	  a	  matter	  of	  trying	  to	  achieve	  this,	  for	  OC	  it	  is	  a	  question	  he	  has	  to	  ask	  himself	  when	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
72	  To	  briefly	  ground	  this	  separation	  within	  phenomenology,	  Leydesdorff’s	  (2009)	  critique	  of	  social	  systems	  suggests	  that	  phenomenological	  ‘meaning	  can	  be	  understood	  as	  holding	  current	  value	  as	  well	  as	  an	  anticipation	  of	  possible	  futures’	  (p.2).	  Here	  the	  positivity	  of	  value	  is	  linked	  to	  anticipation.	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working	   on	   a	   project.	   Questioning	   their	   decisions	   suggests	   it	   has	   a	   negative	  impact	  on	  how	  aspire	  to	  work.	  	  These	  tensions	  are	  not	  limited	  to	  producers	  who	  are	  working	  on	  HM	  music	  now.	   TA	   discusses	   that	   throughout	   the	   1980s	   tension	   between	   his	   artistry	   and	  service	   provision	   was	   visible.	   He	   talks	   about	   the	   stereotypical	   use	   of	   large	  reverberation	  that	  was	  commonly	  found	  on	  HM	  records	  during	  this	  period:	  
TA:	  	   When	  I	  listen	  to	  the	  stuff	  I	  did	  in	  the	  80s,	  I	  wish	  to	  hell	  that	  we	  didn’t	  use	  those	  drums	  sounds,	  ghastly	  reverbs,	  oh	  god	  it	  sounds	  so	  dated	  now	  but	  everyone	  was	  doing	  it.	  You	  wanted	  to	  be	  […]	  contemporary.	  I:	  	   Was	  there	  an	  expectation	  for	  you	  to	  do	  that?	  […]	  TA:	  	   Successful	  records	  were	  sounding	  like	  that.	  TA	   links	   expectations	   to	   success.	   Successful	   records	   sound	   a	   certain	   way.	   This	  must	  inform	  the	  production	  aesthetics	  that	  artists	  firstly	  anticipate,	  and	  secondly	  come	  to	  expect.	  73	  	  MF	  links	  the	  expectations	  that	  are	  projected	  onto	  HM	  record	  production	  to	  cost.	   With	   budgets	   for	   recording	   changing	   dramatically	   the	   whole	   process	   of	  making	  a	  record	  is	  now	  expected	  to	  happen	  in	  a	  certain	  way,	  defined	  by	  cost:	  
MF:	  	   You	  are	  sort	  of	  expected	  to	  edit	  […]	  if	  you	  can	  get	  away	  with	  not	  having	  [to	   edit],	   but	   it	   costs	   a	   lot	   of	   money	   to	   not	   have	   it.	   [Mixing	   without	  making	  edits]	  tend	  not	  to	  get	  done.	  	  MF	  wants	   to	  make	   records	   in	  which	   editing	   does	   not	   play	   a	   significant	   role;	   he	  wants	   to	   capture	   performance.	   This	   highlights	   the	   same	   tensions	   that	   artists	  expectations	   for	   production	   causes,	   just	   from	   a	   commercial	   point	   of	   view.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
73	  Artists	  can	  anticipate	  how	  a	  recording	  will	  sound,	  this	  is	  positive.	  The	  act	  of	  expecting	  a	  certain	  outcome	  seems	  to	  have	  negative	  connotations;	  almost	  as	  if	  these	  outcomes	  are	  not	  achieved	  the	  recording	  has	  failed.	  If	  an	  artist	  anticipates	  being	  able	  to	  record	  something	  and	  have	  it	  sound	  a	  certain	  way,	  but	  this	  doesn’t	  happen	  in	  reality,	  because	  it	  was	  only	  anticipated,	  not	  expected,	  it	  is	  not	  a	  negative	  result.	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However,	  before	  justifying	  why	  he	  would	  prefer	  to	  record	  this	  way,	  budget	  stops	  the	   train	   of	   thought.	   Whilst	   MF	   clearly	   disagrees	   with	   the	   process	   of	   having	  mechanically	   engineered	   recordings,	   with	   the	   emphasis	   on	   expectations	   of	  precise	  editing	  and	  hyper-­‐realistic	  performances,	  it	  seems	  he	  has	  come	  to	  accept	  that	  it	  is	  an	  ideal	  that	  cannot	  be	  disregarded	  for	  modern	  HM	  productions:	  
MF:	   It	  is	  machine	  like,	  but	  that’s	  how	  modern	  metal	  sort	  of	  is	  now.	  MF	  further	  highlights	  the	  problem	  that	  such	  expectations	  cause.	  The	  presence	  of	  an	  accepted	  ideal,	  a	   ‘that’s	  how	  metal	   is	  now’,	  suggests	  that	  whilst	   it	  may	  not	  be	  the	  aesthetic	  that	  producers	  really	  want	  to	  create	  but	  that	  they	  are	  influenced	  by	  expectations	  into	  this	  way	  of	  working.	  As	  a	  result,	  the	  way	  technology	  is	  used	  can	  be	  questioned:	  
MF:	   I’m	  not	  happy	  to	  say	  it	  but	  I	  have	  recorded	  some	  things	  without	  any	  kick	  drums,	   just	   use	   a	   V	   kick	   to	   get	   the	   midi	   info	   in.	   Even	   in	   a	   Rockfield	  [studios]	   situation	   […]	   you	   can’t	   have	   all	   that	   shit	   bleeding	   into	   room	  [mics]	  and	  stuff.	  But	  then	  you	  forfeit	  having	  that	  sort	  of	  big	  room	  sound	  on	  your	  kick	  drum.	  How	  will	  we	  not	  end	  up	  me	  pulling	  my	  hair	  out,	  it’s	  going	  to	  take	  too	  long	  and	  the	  budget	  is	  gone.	  	  Why	  spend	  hours,	  or	  days,	  tuning	  and	  positioning	  a	  drum	  kit	  in	  a	  great	  sounding	  live	   room	   when	   the	   results	   that	   will	   please	   both	   listener	   and	   ultimately,	  commercial	   parties	   can	  be	   achieved	  with	   software	   in	   half	   the	   time?	   It	   feels	   like	  this	  is	  a	  question	  most	  HM	  producers	  are	  asking	  themselves.	  
MF:	  	   Setting	  up	  a	  whole	  band	  and	  capturing	   it	  as	   it	   is.	   In	  Metal	  you	  don’t	  do	  that.	  I:	  	   Do	  you	  think	  it	  comes	  down	  to	  just	  cost?	  MF:	  	   Its	  cost.	  […]	  To	  baffle	  people	  off.	  I’d	  like	  to	  see	  more	  of	  that	  […]	  It	  seems	  to	   have	   knocked	   that	   out	   a	   lot	   more.	   Especially	   in	   the	   metal	   side	   of	  things.	  Everyone	  expects	  it.	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Everyone	   expects	   it.	   HM	   production	   is	   now	   based	   on	   expectations.	   MF	   suggests	  that	  the	  whole	  production	  process	  has	  been	  reduced	  to	  a	  series	  of	  choices	  based	  on	  expectations.	  	  Interestingly	   MF	   does	   recognise	   the	   fact	   that	   perhaps	   producers	   have	  fallen	  into	  a	  trap	  with	  how	  they	  are	  making	  HM	  records,	  something	  MF	  puts	  down	  to	  security,	  or	  self-­‐preservation:	  
MF:	  	   I	  do	  think	  we	  fuel	   it	  a	  bit	  by	  getting	  yourself	  out	  of	   jail,	  especially	   if	   it’s	  going	  to	  be	  a	  commercial	  record.	  You	  are	  forced	  into	  it	  really.	  You	  can’t	  sound	  bad.	  MF	  also	  notes	  that	  the	  performance	  aspect	  has	  become	  part	  of	  the	  accepted	  ideal.	  When	   talking	   about	   recording	   drummers	   he	   acknowledges	   that	   he	   uses	  technology	   to	   improve	   their	   recorded	   performance,	   in	   turn	   improving	   their	  physical	  performance:	  
MF:	  	   I’ve	  got	  the	  best	  out	  of	  their	  takes	  and	  then	  edited	  and	  put	  them	  in	  time.	  They	  go	  away	  and	  listen	  to	  that,	  9	  times	  out	  of	  10	  when	  they	  come	  back	  the	  second	  time,	  they	  are	  a	  better	  drummer.	  It’s	  closer	  and	  closer.	  You’ve	  shown	  them	  a	  picture	  of	  what	  is	  it	  supposed	  to	  be.	  OC	  relays	  the	  same	  message,	  with	  regards	  to	  an	  accepted	  ideal,	  when	  questioning	  how	  he	  treats	  HM	  production:	  
OC:	  	   It	  again	  comes	  down	  to	  this	  code	  of	  ethics,	  how	  much	  you	  play	  into	  that,	  the	  problem	  is	  I	  would	   love	  to	  sit	  here	  and	  say,	   I	  don’t	  care	  about	  what	  other	   stuff	   sounds	   like,	   I	   wanna	   make	   things	   sound	   how	   I	   want	   it	   to	  sound.	   But	   it’s	   not	   true.	   I	   think	   you	   always	   have	   to	   play	   lip	   service	   to	  other	   stuff.	   […]	   for	   example,	  metal	   guitars,	   you	   do	   have	   to	  make	   them	  sound	  of	  the	  ilk,	  what	  everyone	  else	  does.	  OC	   continues	   by	   addressing	   the	   idea	   that	   expectations	   stem	   from	   a	   culture	   of	  replication	  within	  HM	  music	  production	  and	  song	  writing:	  
OC:	   Metal’s	   another	   genre	   where	   predominately	   […]	   people	   do	   want	   to	  follow,	  as	  opposed	  to	   lead.	  Because	  of	  that	  there	  have	  become	  standard	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preset	  ideas	  of	  how	  things	  should	  be	  done.	  For	  example,	  replacing	  a	  kick	  drum	   with	   a	   sample.	   It’s	   more	   common	   than	   uncommon	   now	   in	   the	  metal	   genre.	   […]	   I	   do	   think	   that’s	   a	   shame	  because	  people	   aren’t	   really	  asking	  the	  question	  as	  to	  why	  you	  are	  using	  that	  technology.	  The	  further	  this	  concept	  of	  accepted	  ideals	  is	  explored	  by	  MF	  and	  OC	  the	  less	  it	  is	  about	   artistry.	   Firstly	   there	   is	   very	   little	   mention	   of	   still	   being	   creative	   whilst	  producing	   modern	   HM	   in	   the	   way	   it	   is	   defined.	   Secondly	   the	   artist	   is	   not	  considered	  when	   navigating	   the	   result.	   To	   say	   that	   the	   artist	   is	   not	   considered	  would	  be	  false,	  MF	  clearly	  wants	  to	  make	  music	  that	  is	  pleasing	  for	  the	  artist	  and	  satisfy	   the	   expectations	   they	  have.	  But,	  when	  exploring	  how	  MF	   feels	   about	   the	  resultant	  impact	  on	  workflow,	  it	  seems	  that	  his	  main	  concern	  is	  how	  his	  work	  will	  be	  perceived.	  This	  could	  potentially	  be	  the	  same	  reaction	  any	  creative	  individual	  would	  have	  when	  their	  work	  is	  scrutinised	  by	  those	  funding	  it.	  	  RD	   provides	   welcome	   optimism	   that	   there	   is	   still	   some	   solace	   in	   not	  bowing	  to	  the	  influence	  of	  expectation	  on	  performance	  and	  technology.	  His	  view	  does	  however	  further	  highlight	  the	  issue	  that	  artists	  are	  becoming	  weathered	  to	  technology	  altering	  their	  performances:	  
RD:	  	   I	   was	   doing	   a	   band	   called	   Bleed	   From	   Within.	   The	   drummer	   was	   so	  surprised	  when	  he	  came	  into	  the	  control	  room	  and	  listened	  to	  his	  tracks,	  he	  was	  like	  ‘you	  can	  hear	  my	  ghost	  notes	  on	  the	  snare’,	  he	  was	  so	  used	  to	  someone	  just	  replacing	  the	  whole	  thing.	  	  RD	  perhaps	  stands	  out	  from	  the	  other	  participants	  by	  not	  taking	  the	  view	  that	  just	  because	  there	  is	  an	  expectation	  of	  how	  a	  modern	  HM	  record	  should	  be	  produced,	  this	  is	  how	  it	  is	  done:	  
RD:	  	   The	   metal	   records	   I	   have	   worked	   on	   I’ve	   always	   tried	   to	   not	   make	   it	  sound	  like	  a	  metal	  record.	  […]	  a	  lot	  of	  metal	  stuff	  has	  got	  kick	  and	  snare	  samples	  and	  there’s	  no	  bass	  on	  the	  record	  […]	  I	   just	  wanted	  it	  to	  sound	  like	  a	  bunch	  of	  people	  playing	  in	  a	  room;	  we	  worked	  really	  hard	  on	  the	  drum	  tunings	  and	  stuff	   like	  that.	   […]	   I	  wanted	   it	   to	  not	  sound	   like	  what	  anyone	   else	   is	   doing	  with	   that	   genre.	   I	   know	   full	  well	   there	   are	  people	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who	  share	  that	  same	  idea,	  I	  just	  mean	  I	  didn’t	  want	  it	  sound	  like	  the	  last	  metal	  record	  you	  picked	  up.	  This	   sentiment,	   especially	   the	   ‘no	   bass	   on	   the	   record’,	   echoes	   Mynett’s	   (2016)	  thoughts:	   ‘regardless	  of	   its	   less-­‐prominent	  role,	  and	  mix	  level,	   the	  importance	  of	  the	   bass	   guitar	   is	   frequently	   underestimated	   and	   misunderstood	   within	   [HM].’	  (p.23)	  	  Artists	  now	  expect	   their	  performances	   to	  be	   improved.	  RR	  embraces	   the	  technology	   that	   can	   improve	   performances	   but	   also	   the	   struggle	   of	   capturing	  authentic	  performances	  and	  the	  apprehension	  that	  technological	  interference	  can	  cause	  for	  artists:	  
RR:	  	   People	  come	  in	  here	  and	  go:	  ‘oh	  you’re	  not	  going	  to	  use	  auto	  tune	  on	  me	  are	   you?’.	   I	   might	   do.	   If	   you	   do	   a	   fucking	   blinding	   take	   with	   a	   great	  performance	   that	  makes	  me	   cry	   but	   you	   fucked	   the	   first	   note	   because	  you	  came	  in	  too	  harsh,	  what	  am	  I	  going	  to	  do?	  I	  might	  leave	  it,	  it	  might	  be	  all	  right,	  it	  might	  be	  a	  bit	  too	  far	  out,	  so	  I	  might	  tune	  that	  one	  note	  of	  the	  whole	  performance.	  […]	  Does	  it	  mean	  you	  can’t	  sing?	  No	  it	  doesn’t.	  This	  does	  have	  an	  optimistic	  underpinning	  however.	  Because	  expectations	  are	  so	  high,	  musicians	  now	  work	  harder	  to	  fulfil	  these	  expectations,	  even	  if	  they	  do	  not	  know	  they	  are	  doing	  it:	  
MF:	  	   Musicians	   get	   better	   […]	   They	   are	   playing	   along	   to	   these	   records	   that	  have	  been	  edited	  the	  piss	  out	  of	  and	  they	  are	  playing	  like	  it.	  They	  are	  like	  16/17	  years	  old	  […]	  kids	  that	  sound	  just	  like	  the	  record.	  You	  look	  at	  it	  on	  the	  grid	  and	  it’s	  quite	   frightening.	   It’s	  only	  because	  they	  don’t	  know	  it’s	  been	  edited.	  They	  think	  that’s	  what	  that	  drummer	  is	  playing.	  It	  is	  notably	  cyclical,	  with	  technology	  being	  developed	  to	  make	  capturing,	  editing,	  and	  improving	  such	  precise	  and	  technical	  performances	  possible:	  
RR:	  	   The	   reason	   why	   you’ve	   got	   programs	   that	   trigger	   drums	   is	   because	  people	  were	  doing	  it	  and	  wanted	  to	  do	  it	  easier.	  The	  reason	  why	  you’ve	  got	  so	  many	  bands	  that	  use	  triggered	  drums	  now	  is	  because	  it’s	  so	  easy	  to	  do.	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Technology	   has	   made	   producing	   HM	   easier,	   whilst	   the	   music	   itself	   is	   fuelling	  technological	  development.	  With	  the	  aims	  in	  mind	  it	  is	  clear	  that	  expectations	  that	  are	  placed	  upon	  GSPA	   force	  producers	   to	  work	   in	  very	  different	  ways	   that	   they	  would	   like	   to	   or	   can	   justify.	   Although	   expectations	   seemingly	   force	   negative	  connotations,	   the	   limitations	   placed	   on	   workflow	   and	   artistry	   for	   example,	   the	  expectations	  stem	  from	  aims	   to	  either	   improve	  a	  recording	  or	  create	  something	  that	  will	  excite	  or	  surprise.	  It	  is	  this	  that	  suggests	  anticipations	  can	  soon	  turn	  into	  expectations	  when	  put	  into	  practice.	  	  	  
Industry	  One	   of	   the	   key	   issues	   for	   the	   participants	   was	   the	   influence	   of	   the	   recording	  industry	  over	  the	  recording	  process	  and	  how	  this	  has	  changed	  over	  time.	  This	  has	  resulted	  in	  producers	  and	  engineers	  having	  to	  drastically	  change	  their	  approach,	  forcing	  recorded	  HM	  music	  in	  new	  directions:	  
RD:	  	   The	   budgets	   aren’t	   there	   anymore	   to	  make	   the	   records	   the	   way	   you’d	  ideally	  like	  to	  make	  them	  and	  you	  have	  to	  adapt.	  RD	  continues	  linking	  budgets	  to	  the	  expectations	  that	  are	  placed	  upon	  producers	  by	  record	  labels:	  
RD:	  	   The	  budgets	  have	  got	  smaller	  but	  the	  expectations	  are	  the	  same.	  [Record	  labels]	  want	  the	  same	  job	  done	  for	  less.	  You’ve	  got	  to	  come	  up	  with	  new	  ways	  of	  making	  it	  work.	  	  OC	  equates	  this	  to	  having	  to	  use	  music	  technology	  to	  achieve	  results	  quicker:	  
OC:	  	   I	  think	  there	  is	  an	  idea	  that	  things	  have	  to	  be	  done	  quicker	  and	  cheaper	  overall.	  And	  I	  think	  that’s	  a	  sad	  state	  of	  affairs.	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Speed	   at	   which	   productions	   are	   completed	   begins	   to	   become	   an	   issue	   on	   an	  industrial	  level.	  Whilst	  OC	  suggests	  that	  perhaps	  it	  comes	  from	  everyone	  involved	  in	  record	  production,	  RD	  links	  the	  speed	  at	  which	  recording	  projects	  are	  turned	  around	  to	  technology,	  almost	  explicitly:	  
RD:	  	   I	   guess	  people	  know	  now	  that	   [a	  mix]	   can	   just	  be	  pulled	  up	   […]	  people	  always	   make	   these	   assumptions.	   There	   are	   sometimes	   where	   I	   use	  analogue	   stuff	   and	   it	   does	   take	  me	   a	  while	   to	   pull	   it	   up	   and	   they	  don’t	  understand	   that	   […]	   everyone’s	   got	   a	   computer	   these	   days	   […]	   people	  just	  expect	  everything	  done	  really	  quickly.	  Whilst	   having	   significant	   effect	   on	   the	  process	   of	  making	   records,	   industry	  may	  not	  be	  entirely	   to	  blame	   for	   the	  drastic	   changes	   in	   the	  way	  music	   technology	   is	  used	  to	  record	  HM	  music.	  	  Widespread	   technological	   democratisation	   means	   that	   music	   consumers	  are	  more	  likely	  to	  be	  aware	  of	  how	  music	  is	  made.	  Technological	  democratisation	  now	   means	   that	   the	   veil	   has	   been	   lifted	   on	   the	   production	   process	   and	  familiarisation	   with	   computer	   technology	   brings	   more	   and	   more	   people	   into	  closer	   proximity	   with	   recording	   technology.	   RD	   suggests	   this	   is	   directly	  influencing	   how	   he	   works	   and	   perhaps	   also	   why	   he	   chooses	   not	   to	   do	   certain	  things	   anymore.	   In	   turn	   OC	   suggests	   now	   that	   the	   whole	   recording	   process	   is	  expected	  to	  be	  cheaper	  quality	  of	  recording	  is	  now	  being	  sacrificed:	  
OC:	  	   […]	  and	  because	  of	   that,	   the	  quality,	   I	   think,	  of	   tracking	  has	  gone	  down,	  which	   puts	   more	   on	   the	   mix	   engineer	   […]	   to	   fix	   people	   mistakes	   in	  tracking.	  Because	  music	   technology	   is	   increasingly	   accessible	   the	   signed	  artist	  now	  has	  a	  very	  different	   role	   than	  40	  years	  ago.	  Record	   label	  advances	  now	  pay	   for	  music	  technology,	  not	  recording	  studios:	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OC:	  	   […]	  rather	  than	  having	  an	  advance	  to	  write	  a	  record,	  the	  advance	  is	  to	  go	  and	  buy	  themselves	  a	  home	  studio.	  It’s	  very	  much	  you	  go	  and	  record	  and	  [the	  record	  label]	  will	  send	  it	  off	  to	  a	  mixer	  to	  fix.	  For	  RR	  the	  democratisation	  of	  technology	  has	  led	  to	  a	  number	  of	  issues,	  not	  just	  because	   music	   production	   is	   now	  more	   accessible.	   He	   suggests	   that	   the	   whole	  process	  for	  younger	  artists	  is	  different	  now	  and	  this	  has	  a	  huge	  impact	  on	  music	  production	  and	  technology.	  Discussion	  turned	  to	  the	  impact	  of	  being	  able	  to	  make	  aesthetically	  successful	  records	  at	  home:	  
I:	   Do	  you	   think	   that’s	  an	   industry	  problem	  as	  well?	  Or	  do	  you	   think	   it’s	  a	  good	  thing?	  RR:	  	   Again	   it’s	   probably	   good	   and	   bad.	   It’s	   always	   good	   if	   people	   can	   have	  access	   to	   anything	   that	   helps	  with	   creativity.	   If	   somebody	  wants	   to	   do	  that	   in	   their	   bedroom,	   they	   can	   and	   it’s	   brilliant	   but	   there	   is	   no	  distinction	  between.	  Years	  ago	   I	  used	   to	  get	   sent	  demos.	  Nobody	  sends	  me	  demos	  anymore.	  People	  send	  me	  their	  albums.	  RR’s	  problem	  is	  that	  technology	  has	  changed	  how	  artists	  perceive	  the	  process	  of	  making	   a	   record	   from	   the	   very	   beginning.	   It	   has	   become	   normal	   for	   artists	   to	  produce	  records	  at	  home,	  only	  to	  go	  to	  a	  recording	  studio	  to	  re-­‐record	  the	  exact	  same	   thing	   or	   simply	   make	   small	   improvements.	   This	   is	   spurred	   on	   by	   the	  encouragement	  to	  buy	  studio	  equipment	  from	  industry,	  as	  OC	  comments	  above.	  It	  signifies	  a	  number	  of	   issues:	   the	  changing	   role	  of	   the	  producer;	   the	   influence	  of	  industry;	  and	  how	  technological	  development,	  and	  freedom,	  is	  affording	  creativity	  for	  artists.	  	  For	   RR	   the	   real	   problem	   seems	   to	   be	   that	   this	   unrestricted	   creative	  freedom	  means	  everyone	  is	  producing	  records:	  	  
RR:	  	   […]	  its	  much	  harder	  for	  bands	  to	  get	  funding	  out	  from	  a	  label	  to	  make	  an	  album	  unless	  you	  are	  already	  established.	  How	  do	  you	  get	  established?	  […]	  Now,	  particularly	   in	  metal,	   I	   think	   it’s	   the	  worst	   for	   it,	  whether	  you	  are	  a	  good	  band	  or	  not,	  you	  are	  lost	  in	  a	  sea	  of	  shit.	  You	  are	  lost	  in	  a	  sea	  of	  bedroom-­‐produced	  crap.	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Whilst	  RR	  seems	  pessimistic	  but	  he	   is	  not	  alone	   in	   the	  view	   that	   the	  distinction	  between	  a	  commercially	  successful	  artist,	  and	  an	  artist	  who	  can	  use	  technology	  to	  achieve	  the	  necessary	  GSPA	  for	  HM,	  is	  now	  almost	  non-­‐existent:	  	  
MF:	  	   The	  most	  overlooked	  thing	  in	  metal	  or	  rock	  is	  the	  song.	  Almost	  by	  having	  a	  great	  production	  you	  can	  almost	  get	  away	  with	  existing	  as	  a	  band.	  But	  if	   you	   have	   great	   songs	   and	   great	   production	   you	   get	   Slipknot	   in	   the	  Metal	  world.	  […]	  But	  not	  everyone,	  we	  are	  all	  just	  trying	  to	  make	  a	  living	  aren’t	  we.	  The	   influence	   of	   the	   perceived	   quality	   of	   music	   being	   produced	   seems	   to	  overshadow	   the	   potential	   creativity	   technology	   now	   affords,	   although	   ME	  suggests	  that	  artists	  get	  a	  fair	  deal	  as	  a	  result	  of	  technological	  development:	  
ME:	  	   People	   have	   embraced	   the	   technology,	   you	   don’t	   have	   to	   go	   into	   a	   big	  studio	  to	  make	  a	  record	  […]	  I	  have	  come	  into	  it	  as	  being	  a	  person	  that’s	  embraced	   this	  project	  studio	  mentality	   […]	  The	   technology	  has	  enabled	  artists	   to	   get	   far	   better	   value	   for	   money,	   spend	   a	   bit	   longer	   doing	   an	  album,	  spend	  a	  bit	  more	  time	  in	  pre-­‐production.	  However,	   when	   discussing	   how	   project	   studio	   mentality	   has	   influenced	   the	  producer,	   the	   conversation	   returns	   to	   a	   foreboding	   sense	   that	   the	   time	   of	   the	  producer	  is	  coming	  to	  an	  end:	  
ME:	  	   There	   are	   a	   lot	   of	   people	   out	   there	   that	   think	   they’ve	   got	   a	   Pro	   Tools	  setup,	  they	  can	  compete.	  Unfortunately	  that’s	  driven	  stuff	  down.	  	  Industry	  shifts	  the	  focus	  of	  the	  production	  process	  onto	  the	  use	  of	  technology	  by	  encouraging	  artists	  to	  work	  on	  their	  records	  themselves,	  whilst	  in	  turn	  expecting	  existing	  studios	  to	  operate	  more	  like	  project	  studios,	  producing	  more	  music,	  more	  efficiently,	   all	   the	   while	   being	   cost	   effective.	   The	   problems	   highlighted	   by	   the	  participants,	   for	   HM,	   suggest	   industry	   has	   caused	   technology	   to	   be	   used	   to	  produce	  the	  very	  specific	  GSPA.	  It	  links	  with	  the	  view	  that	  HM	  has	  to	  be	  precise;	  it	  has	  to	  be	  machine-­‐like.	  The	  recording	  industry	  expects	  precision	  reproduction	  of	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the	  HM	  GSPA;	  an	  almost	  factory	  like	  output	  of	  HM	  music,	  somewhat	  linked	  to	  the	  machine-­‐like	   qualities	   described	   above.	   HM	  music	   is	   potentially	   limited	   to	   very	  specific	   production	   ideals,	   or	   a	   value	   system,	   by	   industry.	   Technology	   has	   been	  developed	   to	   make	   this	   process	   easier,	   in	   turn	   blurring	   the	   lines	   between	  professional	  output,	   from	   larger	  studios	  and	  working	  producers,	   and	   those	  who	  have	  access	  to	  the	  same	  recording	  technology	  at	  home:	  
ME:	  	   But	  tech	  has	  been	  a	  real	  double-­‐edged	  sword,	  through	  me	  being	  able	  to	  build	   small	   control	   rooms	   in	   artist’s	   homes	   I’m	   pretty	   sure	   I’ve	  contributed	   to	   the	  decline	  of	   studios.	   It’s	  not	   really	  my	   fault,	   it’s	   record	  company	  models	  and	  downloading	  and	  stuff	  like	  that.	  	  
Influences	  The	   influences	   that	   the	   participants	   drew	   upon,	   when	   discussing	   how	   they	  produce	  HM,	   and	   use	   technology,	   reveals	   a	   trend	   in	   how	   certain	   producers	   are	  revered	   and	   certain	   technology	   provides	   the	   base	   of	   modern	   HM	   production.	  These	  influences	  in	  turn	  are	  equally	  as	  influential	  for	  the	  GSPA	  of	  recorded	  HM	  as	  the	  expectations	  of	  the	  musicians	  and	  industry	  that	  surround	  it.	  Influence	  is	  twinned	  with	  those	  MF	  has	  learnt	  from.	  Influence	  from	  specific	  producers	  is	  ubiquitous	  with	  anticipation:	  
MF:	  	   Howard	  Benson.	  Colin	  Richardson.	  I	  worked	  with	  Colin	  for	  quite	  a	  while.	  When	   I	   heard	   the	   self-­‐titled	   Chimaira	   album	   […]	   sonically	   that	   really	  kicked	   me	   in	   the	   arse.	   Fucking	   hell,	   that	   is	   amazing,	   as	   a	   production.	  Obviously	   Andy	   Sneap.	   I’ve	   had	   the	   pleasure	   of	   meeting	   and	   working	  with	  all	  of	  those	  people.	  The	   specific	   names	   mentioned	   are	   linked	   to	   productions	   deemed	   successful.	  Aspects	   of	   these	   successful	   productions	   inform	  MF’s	  work	  pre-­‐empting	  positive	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outcomes.	  Whilst	  MF	  is	  passionate	  about	  his	   influences	  he	  is	  keen	  to	  solidify	  his	  individuality:	  
MF:	  	   Even	   though	   I’ve	   learnt	   off	   those	   people,	   I	   try	   not	   to	   sound	   like	   them.	  Even	   though	   I	   will	   A/B	   to	   [Andy]	   Sneap	   or	   Colin	   [Richardson],	   that’s	  more	  out	  of,	  I	  like	  the	  sound	  of	  those	  records.	  Trying	  to	  get	  it	  in	  a	  certain	  area.	  MF’s	  influences	  are	  seen	  to	  be	  crucial	  in	  the	  development	  of	  HM	  GSPA.	  Whilst	  still	  linked	   to	   admiration	   influence	   seems	   to	   be	   more	   closely	   linked	   to	   achieving	   a	  certain	  aesthetic.	  	  	  
RR:	  	   The	   only	   real	   greatest	   influence	   on	   me	   working	   was	   Simon	   Efemey	  because	  he	  taught	  me,	  he	  took	  me	  under	  his	  wing	  and	  taught	  me	  a	  hell	  of	  a	  lot.	  […]	  I	  didn’t	  want	  to	  be	  a	  clone	  of	  him.	  RR	  reiterates	  MF’s	  reverence	  for	  those	  that	  he	  has	  worked	  with	  and	  been	  trained	  by,	   suggesting	   that	   influence	   comes	   in	   the	   form	   of	   admiration.	   RR	   agrees	   that	  achieving	  GSPAs	  does	  not	  mean	  imitation	  for	  him.	  	  
ME:	  	   George	  Massenburg	  who	  is	  an	  incredibly	  brilliant	  engineer	  and	  producer,	  but	  very	  much	  on	  the,	  if	  I	  could	  record	  at	  340k	  approach	  […]	  I’ve	  got	  the	  do	  you	  know	  what,	  its	  rock	  and	  roll,	  Andy	  is	  a	  great	  guy,	  Andy	  Sneap.	  ME	   explores	   how	   his	   admiration	   for	   George	   Massenburg’s	   technical	   approach	  contrasts	   significantly	   to	   his	   ‘rock	   and	   roll’	   approach.	   Andy	   Sneap	   is	   also	  mentioned	  for	  the	  second	  time	  as	  a	  significant	  influence	  on	  HM	  production.	  	  
RR:	  	   For	   example,	   take	   Andy	   Sneap.	   A	   good	   friend	   of	  mine	   and	  we’ve	   done	  some	   stuff	   together.	   If	   you	   look	   at	   record	   sales	   he	   is	   vastly	   more	  successful	   than	   I	   am,	   hugely	  more	   successful	   but	   […]	   he	   does	  what	   he	  does,	  and	  I	  do	  what	  I	  do.	  They	  are	  very	  different	  and	  there	  is	  a	  place	  for	  both	  of	  them.	  RR	  discusses	  Andy	  Sneap’s	  influence	  over	  HM	  production	  with	  specific	  regard	  to	  his	   commercial	   success.	   RR	   identifies	   that	  whilst	   the	  widely	   accepted	   GSPA	   for	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HM	  music	  are	  embodied	  by	  the	  work	  of	  Andy	  Sneap,	  his	  work,	  whilst	  having	   its	  own	  merits,	  might	  not	  be	  considered	  as	  successful.	  This	  discussion	  continued:	  
I:	  	   You	  both	  do	  things	  very	  differently	  but	  there	  must	  be	  some	  relation?	  	  RR:	  	   It	  drives	  him	  a	  bit	   crazy	   that	   there	   is	  a	  whole	  area	  of	  metal	  production	  which	   is	   specifically	   set	   out	   to	   copy	   him	   and	   over	   the	   years	   a	   lot	   of	  technology	  made	   it	  much	  more	   easy	   […]	   I’m	  not	   saying	   they	   can	  make	  records	  that	  sound	  like	  his	  […]	  it	  will	  certainly	  be	  very	  easy	  for	  a	  guy	  in	  his	  bedroom	  on	  a	  PC	  to	  trigger	  up	  his	  drums	  to	  sound	  like	  that.	  	  Andy	   Sneap’s	   production	   aesthetics	   hold	   influence	   over	   modern	   recorded	   HM.	  This	  is	  visible	  in	  the	  presence	  of	  a	  community	  that	  sets	  out	  to	  achieve	  GSPA	  that	  imitate	  or	  replicate	  his	  work.74	  RR	  points	  out	  that	  whilst	  this	  is	  widely	  accepted	  it	  is	  not	  how	  producers	  wish	  to	  have	  their	  work	  viewed.	  This	  replication	  of	  certain	  GSPA	   informs	   anticipation;	   ultimately	   artists	   and	   other	   producers	   want	   to	  replicate	  the	  positive	  aspects	  of	  HM	  production.	  RR	  suggests	  that	  technology	  has	  made	   this	   replication	   easier,	   perhaps	   fuelling	   anticipations	   for	   the	   recording	  process.	   Those	   engineers	   or	   producers	   working	   out	   of	   project	   studios	   and	  bedrooms,	  and	  amateurs	  suggest	  an	  implied	  replication	  of	  GSPA.	  This	  could	  also	  present	  a	  problem	  of	  normalisation	  as	  per	  Taylor	  (2010).	  For	  RD	  influence	  is	  fairly	  straightforward:	  
RD:	  	   Mike	  Shipley	   […]	  made	  some	   incredible	   records	  and	   just	   the	  sounds	  he	  uses	  on,	  he	  manages	  to	  get	  everything	  larger	  than	  life.	  Similar	  to	  RD’s	  view	  on	  excitement	  within	  HM	  record	  production,	  admiration	  for	  size	  and	  power	  in	  Mike	  Shipley’s	  work	  is	  a	  clear	  influence.	  This	  also	  links	  to	  RD’s	  desire	   to	  make	   records	   that	   sound	   ‘as	  big	  as	  possible’.	  TA	   returns	   to	   feel;	   a	  key	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
74	  http://www.ultimatemetal.com/forum/andy-­‐sneap-­‐151/	  [online]	  accessed	  30/06/2015	  	  -­‐	  A	  whole	  forum	  dedicated	  to	  the	  production	  style	  of	  Andy	  Sneap.	  Users	  discuss	  and	  review	  each	  others	  mixes	  as	  well	  as	  deconstructing	  Andy	  Sneap	  mixes.	  Sneap	  himself	  often	  comments	  on	  posts	  and	  offers	  advice.	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theme	   for	   his	   view	   of	   record	   production	   that	   is	   evident	   in	   his	   approach	   and	  influences:	  
TA:	  	   Gus	  Dudgeon	  was	  quite	  an	  influence	  on	  me.	  He	  was	  also	  very	  instructive,	  a	  great	  record	  maker.	  He	  had	  a	  terrific	  feel	  for	  recording.	  I	  worked	  with	  him	  at	  Regent	  on	  a	  couple	  of	  early	  albums.	  Urm,	  and	  then	  I	  suppose	  if	   I	  think	  of	  sonically,	  I’d	  have	  to	  say	  Trevor	  Horn.	  In	  terms	  of	  inventiveness	  too.	  The	   relationship	   between	   master	   and	   apprentice	   is	   implied	   to	   be	   a	   strong	  influence,	   whilst	   creativity	   and	   admiration	   of	   approach	   comes	   second	   with	  mention	  of	  Trevor	  Horn.	  	  Another	   significant	   influence	   for	   TA	   is	   the	   tension	   between	   successful	  GSPA	  and	  the	  producers	  creating	  those	  sounds:	  
TA:	  	   This	  big	  sound	  that	  was	  coming	  out	  of	  the	  Hit	  Factory	  in	  New	  York.	  Bob	  Clearmountain	   was	   using	   these	   definitive	   kinds	   of	   reverbs;	   everyone	  thought	  it	  was	  the	  sound	  of	  the	  century	  so	  everyone	  was	  doing	  it.	  	  The	  classic	  80s	  drum	  sound,	  with	   large	  reverberations,	  was	  a	  clear	   influence	  on	  some	  of	  the	  records	  TA	  produced	  but	  it	  seems	  to	  be	  something	  he	  did	  not	  choose,	  it	   was	   perhaps	   implied	   by	   the	   successful	   records	   surrounding	   him	   at	   the	   time.	  This	  could	  be	  compared	  to	  Andy	  Sneap	  for	  modern	  HM	  production.	  	  There	  is	  a	  significant	   influence	  from	  technology,	  highlighted	  by	  a	  number	  of	  the	  participants.	  This	  refers	  to	  the	  influence	  specific	  pieces	  of	  music	  technology	  have	  had	  over	  their	  approach	  and	  the	  production	  aesthetics	  they	  strive	  for.	  For	  OC	  technology	  provides	  feedback,	  acting	  as	  an	  extension	  of	  his	  production	  approach	  and	  a	  physical	   reminder	  of	  his	  position	   in	   the	   recording	  process.	  Here	  OC	  gives	  the	  example	  of	  a	  specific	  processor	  (in	   this	  case	  an	  1176	  Peak	  Limiter	  by	  UREI)	  being	  placed	  in	  the	  vocal	  signal	  chain	  and	  how	  this	  provides	  mental	  feedback:	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OC:	  	   A	   big	   thing	   about	   technology	   in	   general	   is	   the	   kind	   of	  mental	   feedback	  you	  get	  from	  doing	  something.	  Most	  people	  […]	  have	  like	  a	  process,	  and	  technology	  plays	  a	  part	  in	  it	  and	  its	  like	  right,	  I’ve	  put	  an	  1176	  on	  vocals,	  it	   sets	  off	  a	  neural	  pathway	   in	  your	  head	   that	  goes,	  we’re	  working	  on	  a	  vocal	  now,	  and	  we	  are	  thinking	  of	  what	  the	  end	  result	  is	  going	  to	  be.	  OC	  suggests	  that	  this	  link	  between	  specific	  pieces	  of	  technology	  and	  where	  in	  the	  process	  they	  are	  used	  provides	  producers	  with	  a	  physical,	  tactile,	  link	  to	  the	  sonic	  material	   they	   are	  working	  with.	  He	   also	  presents	   this	  when	  discussing	  working	  with	   early	   iterations	   of	   digital	   recording	   technology,	  whilst	   still	   using	   analogue	  processing:	  	  
OC:	  	   Yeah	  I	  caught	  the	  tail	  end	  of	  it.	  I	  was	  recording	  onto	  digital	  format,	  but	  it	  was	   like,	   you	   know,	   the	   real	   studio	   guys,	   I	   was	   pushing	   record	   and	  rewinding.	   When	   I	   wanted	   more	   low	   end	   out	   of	   the	   kick	   drum	   I	   was	  reaching	  up	  to	  that	  channel	  and	  turning	  the	  low	  end	  up.	  As	   well	   as	   technology	   providing	   physical	   feedback	   it	   also	   provides	   the	  opportunity	   for	   producers	   to	   be	   familiar	   with	   the	   music	   that	   will	   be	   recorded	  prior	   to	   starting	   the	   session.	  This	   relates	  back	   to	   technological	  democratisation,	  the	  ubiquitous	  nature	  of	  technology	  in	  the	  twenty-­‐first	  century.	  It	  has	  changed	  the	  process	  of	  recording	  music	  by	  allowing	  records	  to	  be	  made	  in	  different	  locations	  and	   with	   consumer	   technology.	   As	   explored	   above	   it	   changes	   the	   expectations	  held	   for	   recorded	  HM	  as	  more	  and	  more	  artists	  anticipate	  a	   specific	  production	  method.	  	  However,	   technology	   also	   influences	   the	   process	   in	   a	   number	   of	   ways	  other	  than	  expectations	  of	  specific	  GSPA.	  As	  observed	  in	  RR’s	  argument	  above	  the	  process	   of	   pre-­‐production	   or	  making	   demos	   has	   changed.	   OC	   believes	   that	   this	  can	   often	   be	   a	   missed	   opportunity	   as	   he	   would	   welcome	   artists	   being	   more	  prepared	  for	  the	  studio,	  in	  turn	  influencing	  the	  way	  in	  which	  he	  can	  approach	  the	  project:	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OC:	  	   I	   think	   people	   should	   use	   technology	   and	   take	   advantage	   of	   that	   home	  pro-­‐sumer	  technology	  to	  work	  more	  on	  demos	  and	  writing,	  that	  doesn’t	  get	  done	  enough	  […]	  When	  people	  do	  use	  their	  home	  recording	  setups	  to	  flesh	  out	   ideas,	   record	  demos	  and	  pre-­‐productions,	   it	   really	   is	  great	   for	  the	  final	  things.	  It	  really	  helps	  me.	  OC	  suggests	  that	  his	  job,	  when	  producing	  records,	  can	  be	  made	  significantly	  easier	  when	  technology	  is	  used.	  It	  could	  also	  be	  assumed	  that	  it	  allows	  the	  studio	  time	  to	  be	  used	  more	  efficiently	  and	  creatively.	  He	  observes	  what	  technology	  can	  afford	  artists;	   however,	   this	   anticipation	   becomes	   problematic	   when	   artists	   encroach	  upon	  the	  process	  the	  producer	  would	  ideally	  like	  to	  take:	  	  
OC:	  	   I	  don’t	  want	  someone	  to	  bring	  in	  an	  album	  and	  say	  ‘this	  is	  what	  we	  want	  to	   sound	   like’	   and	   then	   make	   them	   sound	   like	   that.	   A:	   I	   think	   it’s	  impossible,	  it’s	  an	  exercise	  in	  futility	  […]	  B:	  it’s	  not	  bad	  to	  be	  influenced	  […]	  I	  don’t	  think	  you	  have	  to	  play	  completely	  into	  it.	  This	  culture	  of	  replication	  is	  something	  OC	  returns	  to	  many	  times	  but	  it	  seems	  to	  be	   a	   result	   of	   what	   technology	   can	   afford	   and	   how	   this	   can	   influence	   music	  production.	  OC	  suggests	  that	  HM	  artists	  now	  look	  to	  sound	  like	  their	  favourite,	  or	  influential,	   records	   instead	   of	   working	   on	   their	   own	   production	   aesthetics.	   For	  example,	  now	  that	  artists	  understand	  what	  technology	  is	  used	  to	  create	  a	  typical	  HM	   kick	   drum	   sound	   they	   now	   anticipate	   that	   technology	  will	   afford	   the	   GSPA	  that	  will	  work	  for	  their	  record.	  For	  OC	  this	  influence	  can	  be	  positive	  but	  he	  would	  prefer	  that	  this	  does	  not	  encroach	  on	  the	  way	  he	  works;	  something	  he	  relates	  to	  as	  futile.	  	  OC	  carries	  on	   to	  suggest	   that	   technological	  democracy	  means	   that	  artists	  have	  a	  skewed	  perception	  of	  how	  record	  production	  works:	  	  
OC:	  	   I	   think	   so	   many	   people	   are	   focused	   on	   the	   isolated	   sound	   of	   a	   single	  instrument	   that	   when	   you	   combine	   it	   you	   get	   a	   very	   pretty	   sounding	  recording	  that	  doesn’t	  have	  any	  energy.	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Access	   to	   technology	   has	   changed	   the	   atmosphere	   of	   HM	   production	   and	  influenced	   how	   amateur	   producers	   believe	   the	   GSPA	   of	   HM	   are	   achieved.	   The	  focus	  is	  suggested	  to	  lie	  with	  how	  each	  instrument,	  or	  track,	  sounds	  individually	  and	  a	   lack	  of	  consideration	  for	  how	  they	  sound	  together.	  Technology’s	   influence	  over	  HM	  presents	  a	  wider	  issue	  that	  it	  is	  changing	  the	  perceived	  GSPA	  in	  terms	  of	  individual	   elements.	   Recording	   technology	   is	   shaping	   HM	   GSPA	   and	   the	   way	  artists,	  amateur	  producers,	  and	  engineers	  achieve	  these.	  	  RD	   suggests	   that	   the	  way	   technology	   now	   influences	   record	   production,	  and	  the	  potential	  issue	  of	  replication,	  can	  also	  change	  the	  sonic	  aesthetic:	  
RD:	  	   I	  think	  the	  problem	  with	  technology	  is	  that	  you	  get	  a	   lot	  of	  records	  that	  start	  to	  sound	  the	  same	  because	  there	  might	  be	  something	  that	  everyone	  has	  started	  using	  […]	  I	  try	  and	  stay	  away	  from	  that	  as	  much	  as	  I	  can	  and	  try	  not	  to	  make	  the	  sound	  of	  technology	  appear	  on	  the	  record.	  Whilst	   technology	   provides	   tactile	   feedback	   it	   also	   presents	   a	   number	   of	  questions	   for	   producers.	   Technology	   is	   increasingly	  making	   producers	   question	  their	  role	  and	  the	  way	  they	  are	  recording	  HM	  music.	  	  Anticipation	  is	  created	  with	  the	   promise	   of	   an	   improved	  workflow	   and	  making	   the	   complexity	   of	   HM	  GSPA	  simpler	   to	   achieve.	   Triggering	   sampled	   drums	   often	   becomes	   the	   production	  process	  that	  embodies	  anticipation	  for	  the	  participants.	  Some	  of	  the	  participants	  highlight	   that	   although	  drum	   triggering	   is	   seen	   as	   a	   very	  modern	  development,	  the	  process	  has	  been	  in	  use	  for	  a	  long	  time;	  technology	  has	  just	  made	  it	  easier	  to	  do.	  RR	  presents	  HM	  and	  music	  technology	  to	  be	  explicitly	  linked:	  
RR:	  	   I	   think	  a	   lot	  of	  Metal	  has	  been	  born	  directly	   from	  the	  breakthroughs	   in	  technology	   and	   a	   lot	   of	   the	   technology	   has	   been	   inspired	   by	   the	  developments	  in	  HM.	  […]	  I	  think	  that	  relationship	  will	  continue.	  	  DC	  suggests	  that	  this	  relationship	  is	  clearly	  visible	  in	  drum	  triggering	  technology:	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DC:	   We	   were	   generally	   using	   Atari’s	   with	   Cubase	   […]	   to	   do	   the	   drum	  triggering	  […]	  that	  was	  the	  beginning	  of	  digital	  coming	  in	  kind	  of	  world,	  then	  moving	  properly	  onto	  Pro	  Tools.	  [Technology	  has]	  really	  enabled	  us	  to	  do	  what	  we	  were	  doing	  already	  a	  lot	  better	  and	  quicker.	  Technology	  has	  been	  developed	  to	  make	  it	  easy	  to	  achieve	  HM	  GSPA;	  easier	  and	  quicker:	  
DC:	   The	  only	   thing	   I	  miss	  about	   the	  older	  kind	  of	   studios	   is	   the	  romance	  of	  big	   consoles	   and	   tape	   machines	   […]	   I	   don’t	   think	   it	   actually	   helped	  production	  at	  all.	  Everything	  was	  a	  lot	  slower.	  	  RD:	  	   I	   am	   a	   big	   fan	   of	   big	   natural	   sounding	   drums	   for	   instance,	   and	   I	   will	  always	  use	  loads	  of	  room	  mics	  and	  stuff,	   that	  old	  way	  of	  doing	  it	  rather	  than	  just	  firing	  bunches	  of	  samples	  at	  it.	  RD	  however	   seems	   to	   suggest	   that	   this	   ease	   creates	   repetition	   and	   implies	   that	  using	   technology	   as	   a	   quick	   route	   to	   achieving	   GSPA	   can	   mean	   missing	   the	  performance	  aspect	  of	  a	  recording.	  This	  direct	   influence	  of	  technology	  is	  echoed	  in	  the	  perfection	  technology	  affords:	  	  
RD:	  	   I	  think	  you	  can	  get	  lost	  in	  the	  smallest	  detail	  that	  doesn’t	  matter	  and	  you	  end	  up	  sacrificing	  the	  performance	  because,	  you	  know,	  if	  you	  are	  looking	  for	  so	  much	  perfection	  that	  you	  make	  the	  singer	  sing	  a	   line	  1000	  times	  they	  are	  eventually	  not	  singing	  about	  the	  song.	  	  	  
5.2.2 Potential	  Use	  of	  Technology	  It	  is	  proposed	  that	  the	  second	  super-­‐ordinate	  theme,	  potential	  use	  of	  technology,	  is	  concerned	  with	  the	  ideals	  and	  values	  that	  the	  participants	  rely	  upon	  to	  produce,	  or	   that	   they	   impose	   upon,	   recorded	  HM	  music.	   The	   potential	   use	   of	   technology	  within	   the	   recording	   studio,	   and	   beyond	   in	   some	   cases,	   is	   explored	   in	   terms	   of	  technological	   and	   artistic	   affordances	  whilst	   the	  participants’	   view	  of	   their	   own	  approach	   towards	   recording	   HM	   music	   becomes	   apparent.	   Technological	  dichotomies	   are	   discussed,	   instances	   in	   which	   the	   participants	   contrast	   the	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differences	  between	  artistry	  and	  technical	  expertise	  in	  their	  work;	  as	  well	  as	  the	  varying	   factors	   that	   separate	   the	   expectations	   for	   recorded	   HM	  music	   and	   the	  technology	  that	  can	  be	  used	  to	  make	  HM	  records.	  	  	  
Technological	  Dichotomies	  The	  potential	  use	  of	  technology	  causes	  a	  unique	  tension	  within	  music	  production.	  This	   tension	   can	   be	   described	   as	   a	   dichotomy	  due	   to	   the	   opposing	   relationship	  technology	   has	   with	   the	   artistic	   processes	   in	   record	   production;	   a	   division	  between	   the	   science	   and	   art.	   	   The	   dichotomy	   between	   artistry	   and	   use	   of	  technology	   causes	   the	   participants	   to	   question	   how	   and	   when	   they	   use	  technology.	   This	   section	   also	   draws	   attention	   to	   the	   juxtapositions	   the	  participants	  made	  when	  questioning	  their	  own	  approach	  to	  recording	  HM	  music.	  The	  participants	  highlighted	   issues	  of	   technological	   transparency,	  efficiency	  and	  creativity,	   symbiosis	   and	   homogeny,	   consideration	   for	   consumption,	   and	   the	  value	   of	   the	   recorded	   version.	   These	   dichotomies	   fall	   under	   potential	   use	   of	  technology	  as	  they	  are	  created	  when	  producers	  question	  a	  process	  they	  rely	  upon	  or	  impose	  upon	  a	  production.	  	  Transparency	   took	   a	   number	   of	   forms	   throughout	   the	   transcripts.	   DC	  believes	  that	  that	  the	  studio	  should	  be	  transparent:	  
DC:	  	   I	  like	  to	  work	  collaboratively	  with	  bands,	  I	  want	  to	  help	  realise	  the	  sound	  that	  they	  are	  going	  for,	  and	  the	  musical	  aspirations	  […]	  of	  them.	  I	  try	  and	  work	  a	  lot	  with	  them	  and	  make	  the	  studio	  transparent	  to	  them.	  By	   working	   closely	   with	   his	   clients	   DC	   hopes	   to	   make	   the	   studio	   transparent,	  unobtrusive	  and	   creative.	  This	   could	  mean	   that	   the	   studio	  does	  not	   impose	  any	  pressure	   on	   the	   artists	   and	   that	   the	   technology	   used	   does	   not	   hinder	   any	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moments	  of	   creativity	   or	  performance,	  whilst	   also	  being	   reliable.	  ME	  also	  has	   a	  preference	  for	  technology	  that	  does	  not	  impose:	  
ME:	  	   I	   need	   [technology]	   to	   be	   transparent.	   I	   get	   really	   frustrated	   when	   it	  doesn’t	  work	  because	   it	   goes	   very	  much,	   I	   can’t	   remember	   if	   its	   left	   or	  right	  brain,	  but	   if	   I’m	  having	  to	  think	  about	  the	  technology	  I	  can’t	   think	  about	  the	  music.	  By	  working	  hard	  to	  make	  the	  studio	  transparent	  for	  artists	  DC	  potentially	  has	  to	  work	  harder	  with	   the	   technology,	   preparing	   for	   sessions	   and	  honing	   skills	  with	  new	   technology.	   When	   DC	   was	   questioned	   directly	   about	   transparency	   his	  response	  aligned	  with	  ME:	  	  
I:	  	   So	  this	  idea	  of	  transparency	  is	  important	  to	  you	  then?	  DC:	  	   Yeah	  definitely	  […]	  if	  you’ve	  worked	  in	  the	  studio	  a	  lot	  you	  know	  roughly	  how	  long	  different	  things	  are	  going	  to	  take.	  Reducing	  stress,	  helping	  the	  band	  focus	  on	  the	  music	  […]	  Trying	  to	   let	   the	  band	  just	  be	  creative	  and	  do	  what	  they	  do	  and	  make	  the	  most	  of	  what’s	  in	  their	  head	  as	  well	  as	  in	  their	  fingers	  and	  everything.	  For	  DC	  and	  ME	  transparency	  is	  about	  having	  control	  over	  the	  technology	  so	  that	  the	   artistic	   and	   creative	   elements	   are	   unrestricted	   and	   can	   be	   captured	   at	   any	  time.	  	   For	   MF	   the	   idea	   of	   technological	   transparency	   is	   more	   of	   a	   personal	  consideration.	  MF	  suggests	  that	  the	  processes	  he	  uses	  in	  the	  studio	  are	  more	  for	  his	  own	  piece	  of	  mind.	  Technology	  needs	  to	  be	  transparent	  to	  enable	  him	  to	  work	  more	  efficiently,	  contrasting	  DC	  and	  ME	  who	  focus	  solely	  on	  the	  artist.	  Technology	  must	  be	  able	  to	  be	  used	  for	  whatever	  he	  needs:	  
MF:	   That’s	  what’s	  great	  about	  technology.	  You	  can	  use	  it	  to	  get	  whatever	  you	  need	  out	  of	  it.	  It’s	  pretty	  flexible.	  	  For	  MF	   technological	   transparency	   is	   the	  understanding	  of	  what	   the	   technology	  can	  do	  to	  improve	  the	  workflow,	  not	  just	  reliability.	  OC	  presents	  similar	  views:	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OC:	  	   I	   have	   really	   learnt	   that	   there	   is	   an	   end	  point	   that	   I	   need	   to	   get	   to.	   I’m	  trying	  to	  get	  there	  as	  quick	  as	  possible,	  I	  guess.	  So	  I	  will	  use	  technology,	  abuse	  technology	  to	  get	  to	  that	  point,	  I’m	  not	  scared	  of	  it.	  Transparency	  is	  the	  understanding	  of	  how	  to	  use	  technology,	  not	  only	  to	  achieve	  HM	   GSPA	   but	   also	   to	   see	   the	   recording	   through	   to	   where	   OC,	   or	   any	   of	   the	  producers,	   envisions	   it.	   It	   has	   clear	   links	   to	   technology	   being	   a	   construct	   of	  intelligibility.	   Transparency	   has	   two	   clear	   roles	   within	   the	   recording	   process:	  facilitate	  creativity	  and	  performance	  whilst	  remaining	  unobtrusive;	  and	  to	  act	  as	  the	  ontological	  link	  between	  understanding	  what	  constitutes	  GSPA	  and	  the	  way	  in	  which	   they	  are	  achieved.	   It	   requires	   technical	  expertise	   to	   facilitate	   the	  creative	  process	  whilst	  also	  challenging	  producers	  as	  to	  how	  to	  use	  this	  expertise.	  	  Further	   to	   transparency	   challenging	   producers	   there	   is	   a	   sense	   that	   the	  participants	  want	  technology	  to	  make	  things	  more	  efficient.	  This	  can	  be	  seen	  as	  a	  product	   of	   transparency,	   a	   more	   creative	   process	   fuelled	   by	   technology	   that	  facilitates	  and	  encourages	  productivity,	  whilst	  being	  easy	  to	  use.	  This	  is	  seen	  to	  be	  something	  that	  technology	  affords,	  whilst	  also	  something	  that	  must	  be	  developed:	  
OC:	  	   I	  want	  to	  get	  things	  done	  in	  as	  short	  a	  time	  as	  possible.	  DC:	  	   [Technology]	   really	  enabled	  us	   to	  do	  what	  we	  were	  already	  doing	  a	   lot	  better	  and	  quicker.	  ME:	  	   Workflow,	  that’s	  what’s	  important	  about	  the	  technology.	  I	  honestly	  don’t	  give	  a	  rat’s	  arse	  about	  converters;	   I	   just	  want	  to	  get	  the	  artist	   to	  not	  be	  frustrated.	  The	   examples	   above	   show	   different	   perspectives	   of	   efficiency	   as	   a	   product	   of	  technological	  transparency.	  By	  reducing	  tracking	  time	  (OC)	  focus	  can	  shift	  to	  the	  mix	   stage,	   something	   that	   modern	   HM	   production	   increasingly	   demands.	   With	  technological	  development	  comes	  simpler	  processing	  (DC)	  allowing	  the	  freedom	  to	   consider	   the	   artistic	   elements	   of	   the	   recording	   process.	   Preparation	   and	   an	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investment	   of	   time	   with	   a	   certain	   piece	   of	   technology	   can	   afford	   intuitive	  workflow	  (ME).	  	  The	  democratisation	  of	  technology	  has	  removed	  some	  of	  the	  more	  tedious	  preparatory	  work	  from	  record	  production	  allowing	  budgets	  to	  spent	  more	  wisely:	  	  
MF:	   What	   [editing	   technology]	   does	   is	   speed	   up	   the	   process	   later	   on.	   Same	  when	  you	  are	  doing	  bass,	  if	  there	  are	  some	  timing	  issues,	  it	  certainly	  isn’t	  the	  drums.	  If	  you	  do	  leave	  it	  alone,	  you	  are	  going	  to	  spend	  a	  lot	  more	  time	  getting	  those	  guitars	  and	  basses	  to	  fit	  the	  drums.	  In	   this	   case	   the	   artists	   can	   prepare	   their	   own	   tempo	   maps	   and	   DAW	   sessions	  before	  entering	  the	  studio,	  due	  to	  having	  access	  to	  music	  technology.	  As	   a	   result	   of	   technological	   development,	   digital	   information	   storage	  capabilities	  allow	  the	  capture	  and	  storage	  of	  vast	  amounts	  of	  audio.	  This	  in	  itself	  is	  evident	  in	  the	  changing	  production	  process	  experienced	  by	  the	  participants:	  
MF:	  	   Playlists	   are	   probably	   more	   important	   than	   anything.	   Taking	   as	   many	  takes	  as	  you	  possibly	  can.	  Vocals,	  guitars,	  everything.	  Drums	  always	  have	  the	   most	   in	   them.	   But	   guitars	   can	   get	   there	   as	   well.	   So	   it’s	   instead	   of	  using,	  as	  I	  said,	  I	  never	  copy	  and	  paste.	  Playlists,	   a	  Pro	  Tools	   recording	   function	   allowing	  multiple	   takes	   to	  be	   recorded	  and	   archived	   instantly,	   provides	   MF	   the	   opportunity	   to	   capture	   the	   best	  performances	   and	   compile	   them	   from	   multiple	   takes.	   This,	   according	   to	   MF,	  retains	  the	  performance	  element	  whilst	  achieving	  the	  precision	  HM	  demands.	  
RD:	   The	  fact	  that	  it	  allows	  you	  to	  open	  up	  a	  mix	  and	  you	  know,	  move	  the	  hi-­‐hat	   half	   a	   dB	   or	   something	   like	   that.	   That’s	   what	   the	   technology	   has	  brought	  us	  basically;	   it’s	   like	   that	   ability	  now	   that	   things	   are	  not	   really	  finished.	  ME:	  	   [Technology	   provides]	   the	   resource	   of	   having	   this	   endless;	   lets	   throw	  this	  shit	  at	  a	  hard	  drive.	  […]	  its	  not	  always	  easy	  but	  when	  you	  are	  in	  the	  thick	  of	  it	  its	  good	  because	  you’re	  focused	  on	  it	  and	  the	  technology	  really	  helps	  […].	  	  I:	  	   There’s	  an	  issue	  with	  perhaps	  things	  never	  being	  finished?	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ME:	   Oh	  absolutely.	  For	   RD	   and	   ME	   the	   affordances	   of	   technology	   cause	   a	   dilemma.	   Technology’s	  capabilities	  cloud	  when	  producers	  feel	  that	  a	  project,	  or	  a	  small	  part	  of	  a	  project,	  is	  finished.	  	  There	  seems	  to	  be	  no	  finite	  end	  point,	  which,	  it	  could	  be	  argued,	  was	  present	  in	  analogue	  recording	  due	  to	  the	  lack	  of	  any	  automated	  recall	  function	  on	  early	   analogue	   desks. 75 	  This	   again	   provides	   evidence	   for	   tension	   between	  technical	  expertise	  and	  artistry;	  there	  will	  always	  be	  something	  to	  change	  or	  edit.	  	  TA	   highlights	   that	   technological	   development	   is	   at	   the	   heart	   of	   the	  changing	  landscape	  of	  record	  production:	  
TA:	  	   Well,	   technology	   is	   unstoppable.	   That’s	   the	   reality.	   I	   think,	   the	   aim	   of	  digital	  technology	  is	  to	  sound,	  if	  possible,	  to	  sound	  better	  than	  analogue,	  and	  that	  is	  all	  a	  matter	  of	  sampling	  rate	  and	  storage	  size.	  All	  of	  which	  is	  much	   simpler	   now	  due	   to	   computer	   power	   […].	   There	   is	   absolutely	   no	  reason	   to	   have	   compressed	   files	   because	   they	   can	   store	   so	  much	   stuff	  you	  know.	  Whilst	  development	  seems	  to	  focus	  on	  sound	  quality,	  the	  component	  features	  of	  sound	   quality	   are	   actually	   more	   concerned	   with	   expanding	   digital	   storage	   and	  ever	   increasing	   computer	   power.	   TA	   again	   provides	   some	   historical	   context	   by	  comparing	  how	  he	  works	  today	   in	  the	  digital	  domain,	   to	  working	  with	  analogue	  tape:	  
I:	   It	  sounds	  to	  me	  that	  you’ve	  fully	  embraced	  technology	  as	  it	  progresses.	  TA:	  	   I	  think	  you’ve	  got	  to.	  I	  think	  it’s	  wonderful.	  I	  think	  Pro	  Tools	  is	  absolutely	  magic,	   it’s	   an	   enormous	   time	   saver	   and	   it’s	   a	   great	   production	   tool	   for	  experimenting	  […]	  I	  love	  it.	  When	  I	  think	  of	  all	  the	  bits	  of	  multi-­‐track	  tape	  stuck	   to	   the	   control	   room	  wall	  when	   you	  were	   trying	   to	   edit	   things,	   it	  was	  a	  nightmare.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
75	  There	  were	  of	  course	  manual	  recall	  methods,	  but	  this	  was	  often	  done	  by	  filling	  in	  track	  sheets,	  detailing	  every	  pot	  and	  fader	  position	  on	  the	  mixing	  console,	  as	  well	  as	  any	  outboard	  processing	  units.	  With	  the	  introduction	  of	  automated	  mixing	  consoles	  in	  the	  early	  1970s	  this	  was	  removed	  from	  the	  production	  process.	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Technological	   development	   has	   improved	   efficiency	   in	   the	   form	   of	   potential	  whilst	   providing	   a	   series	   of	   questions	   that	   producers	   must	   ask	   themselves.	  Specifically	   for	   HM,	   considering	   the	   GSPA,	   MF	   details	   how	   the	   potential	   use	   of	  technology	  allows	  him	  to	  capitalise	  on	  performance	  and	  efficiency,	  whilst	  keeping	  the	   final	   outcome	   of	   the	   recording	   in	   mind.	   Here	   he	   discusses	   making	   a	  controversial	  decision:	  
MF:	  	   99%	  of	  the	  time	  I	  will	  just	  have	  the	  one	  guitar	  player	  do	  all	  the	  rhythm,	  just	   from	   the	   tightness	   aspect.	   If	   you	   have	   got	   two	   good	   guitar	   players	  that’s	  great	  but…	  I:	  	   How	  does	  that	  go	  down?	  I	  can’t	  imagine	  guitarists	  being	  happy	  to	  give	  up	  their	  parts.	  MF:	  	   Do	   you	   know,	   you’d	   be	   surprised.	   It’s	   quickly,	   OK,	   no	   problem.	  Do	   you	  wanna	  sit	  here	  for	  another	  three	  days	  getting	  one	  song	  or	  can	  we	  just	  get	  the	   other	   guy	   to	   do	   it?	   Then	   you’ve	   got	   nice	   tight	   rhythms,	   both	   sides.	  Guitar	  players	  often	  end	  up	  doing	  the	  basses	  as	  well.	  Whilst	   this	   contradicts	   MF’s	   earlier	   admittance	   that	   he	   would	   prefer	   to	   record	  live,	   it	   solidifies	   the	   GSPA	   of	   HM	   and	   how	   they	   are	   created.	   It	   also	   possibly	  highlights	   that	   using	   efficient	   recording	   methods	   are	   a	   crucial	   part	   of	   HM	  recording	   sessions.	   This	   could	   be	   compared	   to	   the	  way	   industry	   influences	   the	  choices	  that	  are	  made	  over	  recording	  sessions,	  as	  discussed	  earlier	  in	  this	  chapter.	  GSPA	   are	   directly	   affected	   by	   the	   way	   in	   which	   producers	   are	   forced	   to	   work	  efficiently,	  influenced	  by	  how	  technology	  has	  developed	  or	  in	  such	  a	  way	  that	  fits	  their	  artistic	  sensibilities.	  Do	  producers	  record	  live	  and	  not	  fulfill	  expectations	  of	  how	   a	   HM	   record	   should	   sound?	   Do	   producers	   use	   the	   technology	   at	   their	  disposal	   to	   make	   each	   record	   as	   easy	   as	   possible	   to	   record,	   but	   remove	   any	  creative	  tendencies?	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Another	   result	   of	   the	   tension	   caused	   by	   the	   juxtaposition	   of	   technical	  expertise	   and	   artistry	   is	   the	   perceived	   perfection	   of	   HM	   records.	   To	   clarify,	  perfection	   refers	   to	   recordings	   that	   do	   not	   exhibit	   any	   form	   of	   mistake	   and	  exemplify	   the	  GSPA	  of	  HM.	  Perfect	   records	   seem	   to	  directly	   correlate	  with	  how	  well	   the	   GSPA	   for	   HM	   are	   delivered;	   however,	   the	   tension	   becomes	   apparent	  when	   the	   idea	   of	   perfection	   is	   presented	   to	   the	  participants.	   Below	   interviewer	  and	   RR	   discuss	   a	   listening	   exercise	   that	   played	   the	   same	   recording	   back	   from	  analogue	  tape	  and	  from	  Pro	  Tools,	  (a	  digital	  format):	  	  
RR:	  	   I	  did	  blind	  tests	  […]	  Tell	  me	  which	  one	  you	  liked	  best.	  Everybody	  picked	  Pro	  Tools	  nobody	  picked	  the	  tape.	  	  I:	   Do	  you	  think	  that	  is	  anything	  to	  do	  with	  what	  they	  were	  accustomed	  to	  listening	  to?	  RR:	  	   […]	   people’s	   threshold	   of	   precision,	   not	   only	   in	   playing	   but	   in	   sound,	  people	  have	  got	  used	  to	  it	  now.	  If	  you	  give	  them	  a	  wooly	  old	  analogue	  out	  of	  time	  recording,	  again	  I	  would	  stress	  with	  the	  right	  bands	  it’s	  fine,	  but	  with	   most	   bands,	   modern	   metal,	   if	   you	   tried	   to	   do	   it	   on	   tape,	   people	  would	  go	  what	  the	  fuck	  is	  that?	  RR	  begins	  by	  addressing	  the	   issue	  of	  precision	  as	  a	   listener	  perception	  and	  how	  this	  is	  linked	  to	  the	  format	  that	  music	  is	  recorded	  to,	  or	  played	  back	  from,	  at	  any	  moment	  in	  time.	  Precision	  is	  now	  something	  that	  is	  instilled	  by	  the	  very	  definitive	  and	  precise	  nature	  of	  digital	  audio.	  	  For	   HM,	   precision	   is	   instilled	   by	   a	   number	   of	   factors:	   energy,	   extremity,	  performance,	  and	  now	  listener	  perception.	  The	  conversation	  develops	  to	  consider	  what	   precision	   actually	  means	   and	   how	  perfection	   becomes	   crucial.	   Herein	   lies	  the	  dichotomy	  between	  technical	  expertise	  and	  artistry:	  	  
RR:	  	   Again	  I	  stand	  by	  my	  decisions,	   [mistakes	  are]	  part	  of	  the	  record.	   I	  don’t	  make	  perfect	  records.	  I	  think	  that’s	  quite	  a	  bold	  statement.	  I	  don’t	  set	  out	  to	  make	  perfect	  records.	  
	  	  	   226	  
I:	  	   Why	  do	  you	  think	  that	  is?	  RR:	  	  	   I	   think	   because	   perfect	   records	   never	   excite	   me.	   There’s,	   I	   wont	   say	   I	  don’t	   like	   perfect	   records,	   but	   it’s	   more	   a	   sort	   of	   impressive	   technical	  exercise	  rather	  than	  a	  good	  album.	  RR	  feels	  that	  technical	  success	  has	  become	  more	  important	  than	  the	  way	  a	  record	  works	   as	   a	   performance.	   For	   HM,	   he	   sees	   that	   a	   perfect	   record	   is	   the	   result	   of	  normalisation	  (Taylor,	  2001);	  it	  is	  no	  longer	  created	  artistically,	  it	  is	  produced	  in	  a	  formulaic	  way,	  perhaps	  influenced	  by	  technology.	  RD	  relays	  the	  same	  sentiment:	  
RD:	  	   […]	   people	   are	   generally	   striving	   for	   more	   perfect	   sounding	   records.	   I	  don’t	  necessarily	  agree	  with	   that.	   I’m	  a	  big	   fan	  of	  mistakes	  being	   in	   the	  records,	  it	  makes	  a	  record	  sound	  human.	  For	  RD	  a	  perfect	  record	  is	  defined,	  ironically,	  by	  its	  imperfections.	  RD	  values	  the	  imperfections	   as	   the	   human	   quality.	   HM	   records	   being	   made	   as	   a	   technical	  exercise	  directly	  opposes	  the	  way	  in	  which	  RR	  and	  RD	  like	  to	  make	  records,	  yet	  the	  HM	  records	  they	  have	  worked	  on	  and	  produced	  have	  been	  successful.	  	  	  RR	   continues	   to	   question	   whether	   the	   contrast	   between	   perfect	   and	  imperfect	  records,	  is	  related	  to	  the	  accepted	  standard,	  the	  listeners	  familiarisation	  with	  GSPA.	  RR	   links	   this	   to	   the	  way	   in	  which	   technological	  democratisation	  has	  spurred	  on	  home	  recording:	  	  
RR:	  	   So	  many	  metal	  records	  are	  made	  in	  that	  way	  at	  home.	  At	  least	  recorded	  at	  home	  and	  someone	  else	  mixes	  it,	  or	  even	  mixed	  at	  home.	  People	  have	  got	  used	  to	  listening	  to	  [Toontrack]	  Superior	  Drummer,	  [Line	  6]	  Podfarm	  or	   [Native	   Instruments]	   Guitar	   Rig,	   and	   they	   are	   kind	   of	   disappointed	  when	  things	  don’t	  sound	  like	  that	  now.	  Specific	  technology	  has	  shaped	  how	  perfect	  HM	  records	  sound	  altering	  the	  GSPA.	  This	   is	   visible	   in	   macro	   scale	   music	   technology	   development	   (tape	   to	   digital	  formats)	   but	   also	   in	  micro	   scale	   home	   recording	   technology,	   and	   genre	   specific	  software	   technology.	   At	   each	   level	   technology	   has	   altered	   how	   recorded	   HM	   is	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perceived	  and	  has	  changed	  the	  ways	  in	  which	  HM	  is	  produced.	  Tension	  between	  the	  technical	  and	  the	  artistic	  has	  forced	  producers	  to	  consider	  their	  approach	  and,	  ultimately,	  whom	  they	  make	  records	  for.	  	  This	  dichotomy	   is	   further	  explored	   in	   the	   interview	  with	  OC.	  OC	  sees	  his	  role	   as	   a	   producer	   as	   one	   of	   making	   an	   ethical	   decision	   as	   to	   how	   to	   use	  technology.	  Technology	   itself,	   for	  OC,	   is	  not	   the	  driving	   force	  behind	  the	  tension	  between	  technical	  expertise	  and	  artistry:	  
OC:	  	   With	  heavy	  music	  there	  is	  […]	  the	  term	  ‘overproduced’.	  You	  pick	  you’re	  moral	  and	  ethical	  standpoint	  on	  it	  and	  that’s	  your,	  everyone	  has	  different	  sort	  of	  guidelines,	  you	  pick	  your	  point	  where	  you	  feel	  comfortable.	  For	  OC	  it	  is	  a	  case	  of	  how	  and	  when	  a	  producer	  uses	  the	  tools	  at	  their	  disposal	  to	  shape	   the	   production.	   Perfection	   is	   seemingly	   linked	  with	   the	   concept	   of	   over-­‐producing	   something.	   OC	   uses	   the	   example	   of	   drum	   sampling	   and	   sample	  reinforcement	  to	  suggest	  this:	  
OC:	  	   If	  I	  can	  use	  these	  tools	  like	  drum	  quantising	  or	  drum	  samples	  […]	  to	  give	  that	  more	  energetic	  sound,	  then	  I	  will	  use	  it.	  I	  think	  a	  lot	  of	  people	  can	  get	  hung	   up	   on	   the	   sound	   of	   a	   snare	   drum.	   That	   snare	   drum	  might	   not	   be	  doing	  anything	  for	  the	  mix.	  The	  same	  with	  the	  kick	  drum	  for	  example,	  or	  I	  might	  not	  have	  the	  perfect	  metal	  guitar	  tone	  but	  that	  tone	  sounds	  really	  driving,	  and	  I	  think	  that’s	  a	  really	  key	  thing.	  OC	  recognises	  that	  the	  technology	  can	  offer	  producers	  results.	  For	  OC	  using	  this	  technology	  is	  about	  achieving	  an	  aesthetic	  rather	  than	  using	  it	  because	  that	  is	  the	  industry	   standard	  way	   of	   producing	   a	  HM	   recording.	   By	   his	   own	   admission	  OC	  supports	   the	   idea,	   set	   out	   by	   RR	   and	   RD	   above	   that	   the	   way	   HM	   records	   are	  produced	  employs	  an	  accepted	  standard.	  	  
I:	  	   The	  relationship	  between	  HM	  and	  technology	  then,	  for	  you,	  is	  an	  ethical	  issue?	  Would	  you	  say	  that	  has	  a	  conscious	  effect	  on	  your	  approach?	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OC:	  	   I	  think	  it	  does,	  it	  can	  really	  open	  doors	  to	  new	  sounds	  and	  making	  things	  sound	  better	   if	   you	  do	   approach	   it	  with	   an	   ethical	   question	  before	   you	  start	  using	  it.	  Am	  I	  using	  this	  because	  I	  can?	  Or	  am	  I	  using	  this	  because	  it	  needs	   it?	   I	   think	   that’s	   the	  key	   thing.	   I	   think	   that’s	   got	   lost	   along	  away,	  but	   yeah	   I	   think	   technology	   has	   always	   spurred	   on	   metal	   to	   make	   it	  better,	  I	  think	  people	  are	  using	  the	  technology	  to	  make	  the	  genre	  better.	  As	  long	  as	  you	  ask	  the	  question	  along	  the	  way,	  am	  I	  using	  this	  because	  I	  have	   to?	   Or	   because	   I	   can?	   I	   think	   that’s	   what	   people	   have	   forgotten	  about	  along	  the	  way.	  HM	   has	   a	   unique	   relationship	   with	   technology,	   stating	   that	   it	   has	   the	  potential	  to	  make	  things	  sound	  better.	  However,	  to	  parallel	  this,	  OC	  suggests	  that	  using	   technology	   to	   achieve	   certain	   aesthetics	   must	   be	   questioned	   by	   the	  producer	  as	  to	  whether	  or	  not	  they	  are	  using	  technology	  responsibly.	  OC	  seems	  to	  suggest	   that	   by	   using	   the	   technology	   responsibly,	   by	   questioning	   your	   own	  approach,	  you	  can	  improve	  the	  production.	  It	  is	  also	  noted	  that	  OC	  points	  out	  that	  the	  act	  of	  questioning	  your	  approach,	  as	  a	  producer,	  has	  been	  ‘lost	  along	  the	  way’.	  This	   suggests	   a	   link	   to	   a	   chronological	   development,	   perhaps	   a	   point	   in	   time	  where	  technology	  has	  overridden	  the	  act	  of	  questioning	  ones	  approach.	  	  
RD:	  	   I	  don’t	  want	  everything	   to	  sound	   too	  perfect	  but	  you	  want	   to	  make	   the	  band	   sound	   good.	   Its	   finding	   that	   nice	   balance	   where	   you	   can	   keep	   a	  sense	   of	   natural	   human	   element	   in	   there	   and	   not	  make	   it	   sound	   like	   a	  computer’s	  just	  playing	  it	  back.	  For	   RD	   knowing	   how	   to	   achieve	   a	   sense	   of,	   and	  mediating,	   humanity	   with	   the	  technology	   is	   crucial.	   In	   the	   same	   way	   that	   OC	   questions	   the	   ethics	   of	   using	  technology,	   RD	   suggests	   that	   the	   point	   he	   realises	   a	   production	   method	   to	   be	  working,	  is	  the	  point	  at	  which	  the	  balance	  between	  performance	  (humanity)	  and	  perfection	  permeates	  the	  technological	  processing.	  	  The	   technological	   dichotomies	   that	   HM	   record	   production	   presents	  suggest	   a	   tension	   caused	   by	   technological	   transparency.	   Producers	   expect	  technology	  to	  work	  in	  their	  favour	  whilst	  also	  remaining	  unobtrusive.	  Technology	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is	  clearly	  used,	  and	  abused,	  to	  improve	  the	  process	  of	  recording	  HM	  but	  producers	  also	   want	   the	   process	   to	   remain	   creative.	   This	   manifests	   as	   retaining	   human	  performance	  qualities,	  denying	  perfection.	  The	  term	  overproduced	  is	  defined	  and	  questioned;	  this	  suggests	  the	  tension	  that	  the	  participants	  highlight	  between	  the	  art	   and	   science	   of	   producing	   HM	   music.	   Technological	   development	   may	   have	  increased	   the	  pressure	  on	  producers	   to	   follow	  a	  production	  methodology	  when	  producing	   HM	  music.	   This	   dichotomy	   between	   convention	   and	   artistry	   further	  highlights	   the	   potential	   problem	   caused	   by	   GSPA	   and	   an	   accepted	   ideal	   in	   HM	  production.	  	  	  
Affordances	  and	  Decision	  This	  section	  explores	  the	  notion	  of	  affordance	  for	  the	  participants	  and	  what	  music	  technology	   affords	   the	   production	   process,	   specific	   to	   HM.	   Affordances	   are	  defined	   as	   ‘the	   different	   kinds	   of	   benefits	   and	   restrictions	   that	   a	   particular	  medium,	   tool,	   technology,	   or	   technique	   involves’	   (Chandler	   and	  Munday,	   2011,	  p.9).	   An	   appropriate	   contextual	   example	   might	   define	   the	   affordances	   of	   a	  microphone	   as	   being	   able	   to	   capture	   acoustic	   energy	   and	   transduce	   this	   into	  electrical	   energy,	   whilst	   being	   restricted	   by	   it’s	   specific	   design	   (capsule	   design	  and	  polar	  patterns,	  for	  example).	  Gibson	  (2014)	  presents	  a	  theory	  of	  affordances	  that	   suggests	   humans	   experience	   the	   ‘value	   of	   a	   thing’	   at	   the	   same	   time	   as	  physical	  properties	  (p.129).	  We	  are	  aware	  of	  an	  object,	  or	  technology,	  as	  both	  the	  sum	  of	  its	  affordances	  and	  physicality.	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Technological	  development	  affords	  solutions	  to	  problems	  that	  would	  have	  required	   creative	   solutions	   in	   the	   past.	   For	   DC	   this	   manifests	   through	   the	  differences	  between	  analogue	  and	  digital	  technology:	  
DC:	  	   The	  workflow	  of	  analogue	  and	  old	  school	  is	  very	  unliberating	  now,	  very	  constrictive.	   It	   was	   tremendous	   fun	   using	   it	   because	   you	   had	   to	   solve	  problems,	  which	  is	  now	  easy	  to	  do.	  DC	   highlights	   that	   there	   would	   have	   been	   problems	   and	   delays	   when	   using	  analogue	   recording	  methods,	   tape	   for	   instance,	   that	   technological	   development	  has	  eradicated.	  OC	  suggests	  that	  for	  him,	  the	  digital	  and	  analogue	  domains	  exist	  in	  a	   state	   of	   flux,	   suggesting	   that	   technological	   development	   has	   brought	   the	   two	  domains	  closer	  together:	  
OC:	   I’ve	  found	  that	  I	  have	  gravitated	  towards	  working	  on	  a	  real	  desk	  again.	  I	  started	  on	  it	  so	  it’s	  not	  a	  new	  thing	  for	  me.	  […]	  I’ve	  bought	  a	  desk	  and	  I've	  mixed	  on	  it	  for	  a	  bit	  and	  I’ve	  found	  it	  constrictive,	  or	  time	  consuming.	  I’ve	  gone	   away	   and	   come	   back.	   […]	   the	   analogue	   and	   digital	   marriage	   and	  where	  you	  are	  swinging	   from	  one	  to	  another	   is	  constantly	  changing	   for	  me,	  and	  I	  think	  it	  is	  constantly	  changing	  for	  everyone.	  For	   RD	   the	   speed	   at	   which	   recordings	   can	   be	   accessed	   liberates	   the	   producer.	  Creatively,	   you	  can	   switch	  between	  songs	  and	  projects,	  which	  with	  an	  analogue	  mixing	  console	  would	  mean	  a	  full,	   time	  consuming,	  reset.	  The	  impracticalities	  of	  analogue	   mixing	   are	   now	   removed,	   but	   this	   also	   highlights	   how	   physical	  detachment	  from	  technology,	  which	  development	  has	  encouraged,	  can	  negatively	  impact	   on	   a	   producer.	   RD	   suggests	   this	   is	   the	   amount	   of	   focus	   he	   lets	   the	  computer	  screen	  command,	  rather	  than	  listening	  to	  the	  recording.	  
RD:	  	   You	  can	  open	  up	  and	  carry	  on,	  where	  back	  in	  the	  day	  you	  printed	  a	  mix	  out	  of	   the	  box	  and	  once	  you	  printed	   it	   to	  DAT	   it	  was	   finished,	  whereas	  now	  it’s	  never	  finished	  […]	  being	  able	  to	  kind	  of	  quickly	  open	  the	  session,	  everything	   is	   exactly	  where	   I	   left	   it,	   that’s	   a	   really	  big	   game	  changer.	   It	  definitely	  took	  a	  while	  to	  get	  used	  to	  changing	  from,	  you	  know,	  being	  so	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out	   of	   the	   box	   and	   kind	   of,	   I	   think	   the	  main	   thing	   for	  me	   is	   try	   not	   to	  worry	  about	  what	  is	  happening	  on	  the	  screen	  and	  still	  using	  your	  ears.	  The	  way	  in	  which	  producers	  have	  adopted	  technological	  developments	  does	  not	  necessarily	  indicate	  that	  there	  has	  been	  a	  change	  in	  the	  affordances	  the	  analogue	  and	  digital	  domains	  offer:	  
DC:	  	   In	   that	   sense	   [adopting	   Pro	   Tools]	   was	   a	   big	   jump,	   but	   it	   was	   an	  evolutionary	  thing	  in	  the	  direction	  we	  were	  already	  going.	  I	  suppose	  you	  can	  use	  Pro	  Tools	  in	  any	  direction	  you	  want.	  	  I:	  	   So	  it	  was	  a	  logical	  extension	  of	  what	  you	  were	  doing	  at	  the	  time?	  DC:	  	   Yeah	  I	  think	  so.	  Certainly	  in	  terms	  of	  sound	  what	  I	  was	  going	  for,	  doing	  a	  lot	  of	  hardcore	  punk	  around	  that	  transition	  period.	  A	  lot	  of	  those	  bands	  just	   sounded	   a	   lot	   better	   and	  didn’t	  want	   to	   have	   a	  metronomic	   to	   the	  click	  kind	  of	  thing	  […]	  just	  because	  it’s	  a	  computer	  and	  it’s	  got	  a	  grid	  you	  don’t	  have	  to	  record	  to	  the	  grid.	  It’s	  a	  tape	  machine.	  Technological	   development	   also	   affords	   freedom	   to	   use	   tools	   in	   a	   non-­‐linear	  fashion.	  However,	  their	  design	  often	  implies	  a	  fixed	  use.	  The	  use	  of	  the	  timing	  grid	  in	   Pro	   Tools,	   or	   any	   other	   DAW,	   implies	   recording	   music	   using	   a	   metronome.	  Whilst	   this	   offers	   a	   solution	   to	   the	   problem	   of	   editing	   analogue	   tape,	   it	   also	  suggests	  that	  music	  should	  adhere	  to	  strict	  timing	  and	  quantising	  restrictions.	  MF	  highlights	  the	  tension	  technological	  affordances	  cause	  when	  using	  Pro	  Tools,	  and	  timing	  features,	  to	  edit	  drum	  tracks:	  
MF:	   It’s	  all	  about	  the	  end	  result	  and	  what’s	  going	  to	  happen	  later.	  Even	  in	  the	  editing	  stage,	  how	  much	  have	  I	  got	  to	  do	  if	  I	   leave	  [the	  drummer]	  doing	  that?	   If	   it	   sounds	   sloppy	   to	  begin	  with,	   it’s	   going	   to	   sound	   sloppy	   later.	  Machined.	  […]	  Most	  drummers	  are	  like:	  ‘do	  it,	  make	  me	  sound	  good’.	  It	  is	  invaluable.	   Pro	   Tools	   and	   modern	   techniques	   of	   doing	   it	   are	   pretty	  invaluable.	  Technology	   also	   affords	   creative	   options.	   For	   DC	   technological	  development,	   especially	   multi-­‐track	   technology,	   has	   influenced	   how	   recordings	  are	  perceived.	  Multi-­‐track	  capabilities,	  for	  DC,	  mean	  that	  the	  recorded	  version	  of	  a	  track	  is	  the	  definitive.	  Below	  DC	  outlines	  why	  he	  believes	  this	  to	  be	  true:	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DC:	  	   […]	   if	   possible	   I	   want	   to	   get	   command	   of	   every	   guitar,	   drum	   and	   bass	  part,	  because	  you	  can	  do	  it	  again	  and	  what’s	  your	  excuse	  for	  not	  having	  the	   best	   thing	   you	   can	   have.	   So	   for	  me	   it	   is	   the	   definitive,	   its	  what	   the	  song	  should	  be,	  the	  closest	  thing	  to	  what’s	  in	  the	  writer’s	  head.	  Having	   complete	   command	   of	   how	   the	   individual	   elements	   of	   a	   HM	   recording	  sound	  is	  vital	  to	  DC.	  This	  command,	  which	  technology	  affords,	  allows	  him	  to	  help	  realise	  the	  artist’s	  vision	  for	  a	  song,	  or	  album.	  It	  also	  reinforces	  the	  idea	  that	  there	  is	   an	   accepted	   ideal,	   a	   ‘should	   be’,	   for	   HM	   production	   and	   song	   writing.	   TA	  provides	  an	  example	  of	  early	  multi-­‐track	  developments	  having	  the	  same	  influence	  over	  the	  recording	  process,	  with	  regards	  to	  recording	  Black	  Sabbath	  (1970):	  
TA:	   Well,	  [the	  Black	  Sabbath	  session]	  was	  great	  that	  one,	  because	  the	  boss	  at	  the	  studio	  had	  just	  bought	  us	  a	  second	  4	  track	  machine.	  So	  we	  had	  these	  two	  Studer	  1	   inch	  4	   track	  machines,	  great	  4	   track	  machines,	   a	   fantastic	  machine.	  We	  decided	  to	  record	  the	  drums	   in	  stereo,	  which	  wasn’t	  done	  very	  often	  in	  those	  days.	  So	  it	  was	  just	  a	  simple	  pair	  of	  overheads,	  one	  on	  the	  snare,	  and	  one	  on	  the	  kick	  that	  was	  it.	  Then	  we	  did	  the	  basic	  tracks.	  It	  was	   bass	   and	   drums	   over	   two	   tracks	   and	   then	   guitar	   on	   track	   3	   and	  maybe	  a	  guide	  vocal	  on	  4.	  Then	  if	  you	  wanted	  to	  double	  the	  guitar,	  that	  would	  go	  on	  4	  and	  you’d	  mix	   that	   lot	   to	  2	   tracks	  on	   the	  other	  machine	  and	  started	  over.	  Even	   with,	   what	   would	   now	   be	   considered,	   limited	   tracking	   technology,	   TA	  identifies	   the	  options	   it	   afforded.	   It	   seems	   this	   is	  more	  about	   choice;	  having	   the	  choice	   to	   record	   the	  drums	   in	  stereo	  and	  double	   track	  guitars.	   It	   is	  evident	   that	  having	  the	  option	  to	   isolate	  the	  kick	  drum	  with	  a	  single	  microphone	  and	  double	  track	   the	  guitar	  parts	  helped	   to	  solidify	   those	  aesthetics	  as	  part	  of	   the	  GSPA	   for	  HM	   production.	   This	   would	   not	   have	   been	   possible	   without	   technological	  development.	   Technology	   affords	   choices	   for	   producers	   and	   these	   choices	  showcase	  the	  potential	  use	  of	  the	  technology	  available.	  	  	  	  For	   MF	   technology	   affords	   the	   potential	   to	   take	   risks	   but	   also	   implies	  caution:	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MF:	   This	   business	   is	   so	   subjective,	   there	   are	   a	   billion	   options	   and	   your	  decisions	   are	   being	   made	   at	   that	   particular	   moment.	   Sometimes	   you	  make	  good	  decisions	  and	  sometimes	  you	  don’t	  […]	  I’m	  a	  firm	  believer	  in	  not	  just	  sticking	  with	  what	  you	  know,	  pushing	  yourself.	  In	   the	   same	   way	   that	   DC	   suggests	   that	   solutions	   to	   problems	   are	   easily	   found	  through	  technology,	  it	  can	  also	  add	  problems	  due	  to	  the	  limitless	  nature	  of	  digital	  recording.	  The	  quantity	  of	  tracks	  recorded	  and	  quantity	  of	  processes	  that	  can	  be	  used	   positively	   encourages	   producers	   to	   take	   risks;	   being	   able	   to	   record	  more	  tracks	   does	   not	   make	   production	   easy	   however,	   or	   so	   MF	   believes.	   Another	  drawback	   to	   the	   affordances	   that	   technology	   offers	   is	   that	   taking	   risks	   can	   be	  destructive.	  If	  technology	  allows	  for	  complicated	  decisions	  to	  be	  made	  easily,	  and	  without	   challenge,	   are	   producers	   making	   successful	   records	   that	   DC	   calls	  ‘definitive’?	  	  	  ME	  suggests	  that	  this	  is	  an	  issue	  with	  agency.	  The	  producer	  becomes	  agent	  when	  making	  the	  decision	  to	  use	  certain	  technology	  and	  what	  it	  affords:	  	  
ME:	  	   I	   think	   that’s	   what	   defines	   a	   good	   producer;	   you’ve	   got	   to	   be	   open-­‐minded.	  But	  you	  do	  have	  to	  control	  the	  process.	  	  Technological	   development	   also	   influences	   the	   personal	   connection	   the	  participants	   have	  with	  music	   technology.	   All	   the	   benefits	   and	   restrictions	   from	  technological	  affordances	  can	  often	  be	   reduced	  down	   to	  whether	  or	  not	   they	   fit	  the	  participant’s	  approach	  to	  recording.	  This	  can	  include:	  the	  physical	  operation	  of	  technology	  and	  how	  it	  influences	  the	  flow	  of	  a	  recording	  session;	  the	  vision	  that	  the	  participant	  has	  for	  the	  recording	  and	  whether	  certain	  technology	  needs	  to	  be	  employed;	  and	  how	  technology	  impacts	  upon	  the	  musical	  performances.	  	  	  
ME:	   Really	  well	  designed	  stuff	  is	  excellent	  but	  anything	  that	  gets	  in	  the	  way	  of	  the	   process	   happening	   is	   a	   real	   pain	   in	   the	   arse	   and	   the	   moment	   it	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becomes	   a	   frustration	   for	   the	   artist	   you’ve	   got	   to	   ditch	   it;	   or	   the	   bloke	  operating	  it.	  OC:	  	   You	   have	   to	   know	  what	   you’re	   starting	  with	   and	  what	   you’re	   going	   to	  end	  with.	  I	  think	  that’s	  probably	  the	  key	  in	  all	  of	  this	  stuff,	  having	  a	  vision	  for	   the	  end	  and	  knowing	  what	   that	  vision	   is	  […]	  however	  you	  get	   there	  really	   is	   irrelevant	   to	  me	  with	  whatever	  you	  are	  using	  or	  however	  you	  use	  it.	  What	   is	   striking	   is	   that,	  whilst	   technology	  affords	  so	  many	  potential	  options	   for	  recording,	  OC	  and	  ME	  are	  quick	  to	  return	  to	  a	  personal	  connection	  with	  how	  they	  use	  it.	  The	  affordances	  that	  technology	  offers	  seem	  to	  be	  afterthoughts,	  with	  the	  most	  crucial	  part	  of	  the	  project	  being	  the	  performance	  and	  overall	  sonic	  aesthetic.	  	  OC	   presents	   an	   interesting	   view	   of	   how	   technological	   affordances	   have	  influenced	  decisions	  he	  makes	  and	  how	  he	  uses	  technology.	  There	  are	  two	  clear	  ways	   in	   which	   technological	   affordances	   have	   influenced	   him:	   decision-­‐making	  and	  the	  scrutiny	  over	  the	  methods	  that	  he	  employs.	  	  
OC:	   I’m	   not	   scared	   of	   over	   processing	   something	   or	   under	   processing	  something.	  It’s	  really	  that	  endpoint	  I’ll	  get	  to.	  With	   regards	   to	   specific	   processing,	   OC	   suggests	   that	   really	   there	   should	   be	   no	  finite	  methodology.	  The	  processing	  he	  does	  do,	  that	  technology	  affords,	  is	  a	  result	  of	  his	  vision	  for	  the	  recording	  and	  what	  will	  benefit	  it.	  	  
OC:	   I	   think	   there	   is	   a	   new	   generation	   of	   very	   much	   taught	   to	   not	   make	  decisions	   because	   they	   don’t	   have	   to.	   And	   you	   end	   up	   in	   the	   mixing	  process	  with	  just	  so	  many	  options	  and	  I’m	  always	  thinking,	  I	  don’t	  want	  those	  options.	  	  Technological	   affordances	   present	   themselves	   as	   choices	   once	   again.	   OC	   voices	  these	   as	   ‘options’.	   Interestingly	   OC	   points	   out	   that	   the	   affordances	   of	   modern	  music	   technology	   have	   instilled	   upon	   a	   generation	   that	   decision	  making,	   when	  making	  a	  record,	   is	  a	  bad	  thing.	  This	   links	  directly	  with	  the	  digital	  and	  analogue	  tensions,	  where	  technology	  would	  often	  force	  a	  decision	  to	  be	  made.	  	  
	  	  	   235	  
RR	  reinforces	  this	  view:	  
RR:	   We	  were	  recording	  on	  tape;	  take	  after	  take	  after	  take.	  Making	  decisions,	  you	  know.	  […]	  We	  can’t	  keep	  a	  spare;	  it’s	  not	  like	  Pro	  Tools.	  Just	  stack	  up	  20	  takes	  in	  the	  background	  and	  choose	  later.	  […]	  I’m	  so	  glad	  that	  I	  learnt	  at	   that	   time	  because	   it	   is	  still	  a	  really	  good	  skill	   to	  have.	   I	   think	  a	   lot	  of	  people	   I	   see	   in	  production	  now	  don’t	  have	   that	  skill,	  because	   they	  have	  never	  needed	  to	  have	  it.	  With	   limitless	   tracking	   potential,	   for	   example,	   why	   not	   record	   one	   hundred	  different	   versions	   of	   the	   same	   vocal	   line,	   to	   find	   the	   perfect	   take?	   OC	   and	   RR	  question	  whether	  this	  is	  being	  taught	  to	  this	  generation,	  when	  perhaps	  it	  is	  more	  likely	   that	   it	   is	   a	   directly	   result	   of	   the	   affordances	   technology	   offers.	   TA	   also	  supports	  this	  view,	  suggesting	  that	  making	  decisions	  is	  a	  crucial	  part	  of	  the	  record	  making	   process.	   This	   view	   could	   suggest	   that	   the	   affordances	   offered	   by	  technology	  are	  something	  to	  control,	  or	  command,	  rather	  than	  be	  influenced	  by:	  
TA:	  	   I	   think	   the	   less	   decisions	   you	   make	   during	   the	   recording	   process,	   the	  longer	  the	  mix	  is	  going	  to	  take	  and	  it	  can	  be	  a	  real	  test	  of	  patience	  when	  you’ve	  got	  too	  many	  choices	  at	  the	  end.	  I	  think	  you’ve	  got	  to	  have	  […]	  an	  idea	  of	  how	  it	  needs	  to	  sound	  at	  the	  end.	  And	  you’ve	  got	  to	  take	  decisions	  along	  the	  way.	  When	  you	  indulge	  yourself	  with	  technology,	  you	  think	  its	  going	   to	   make	   a	   huge	   difference	   to	   the	   end	   listener	   if	   you	   can	   keep	  everything	   separate	   and	  work	   on	   the	  balance	   to	   the	  nth	  degree	  during	  the	  mix.	  RR	   suggests	   there	   is	   an	   inherent	   problem	   with	   decision	   making	   within	   HM	  production,	  reiterating	  the	  quantity	  over	  quality	  tension:	  
RR:	   By	  the	  time	  the	  drums	  are	  recorded	  I	  already	  know	  which	  [microphones]	  are	  going	   to	  get	  used.	   I	  don’t	   just	   leave	   them	  all	  up	   flat	   for	   someone	   to	  deal	   with	   later	   you	   know,	   make	   some	   choices.	   I’m	   all	   up	   for	   different	  layers	  and	  sounds	  but	  some	  of	   the	  stuff	   I	  get	  sent	   to	  mix.	  Six	   tracks	   for	  one	  take	  of	  guitar.	  And	  when	  you’ve	  got	  4	   tracks	  of	  rhythm	  guitar,	  plus	  lead	   overdubs,	   plus	   solos	   you’re	   suddenly	   faced	  with	   40	   odd	   tracks	   of	  guitar.	  OC	  continues	  to	  support	  the	  view	  that	  an	  end	  result	  is	  important.	  There	  must	  be	  an	   endpoint	   for	   the	   recording	   process	   and	   the	   affordances	   of	   modern	   music	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technology	  blur	  how	  this	  endpoint	  is	  located,	  or	  defined.	  Having	  command	  of	  the	  affordances	  can	  also,	  musically,	  inform	  how	  technology	  is	  used:	  
OC:	   I	   always	   keep	   the	   end	   result	   in	   mind.	   So	   if	   I	   am	   recording	   a	   super	  technical	  metal	  band,	  I	  wouldn’t	  be	  putting	  up	  5	  room	  mics,	  because	  it’s	  a	  waste	  of	  time	  […]	  I	  might	  mic	  the	  batter	  head	  on	  the	  kick	  drum,	  instead	  of	  through	  the	  front	  to	  give	  me	  that	  [attack].	  9	  times	  out	  of	  10,	  ill	  go	  that	  sounds	  terrible,	  I’m	  not	  going	  to	  use	  that	  but	  keeping	  it	  fresh	  that	  way.	  RD	  suggests	  that	  the	  development	  of	  technology	  has	  led	  to	  HM	  artists,	  and	  fans	  to	  a	   certain	   extent,	   having	   studios	   at	   home.	   The	   cost	   of	   technology	   not	   only	  influences	   how	   professionals	   work,	   it	   has	   given	   rise	   to	   an	   amateur	   recording	  interest.	   Affordable	   software	   allows	   HM	   to	   be	  made	   at	   home,	  without	   any	   live,	  recorded	  elements.	  RD	  does	  however	  note	  that	  HM	  is	  the	  sound	  of	  people	  playing	  together	  in	  a	  room:	  
RD:	   A	  lot	  of	  people	  who	  are	  into	  metal	  tend	  to	  have,	  guitarists,	  a	  lot	  of	  them	  have	   their	   own	   setup	   at	   home	   and	   they	   use	   the	   technology	   to	   do	   their	  metal	  tracks	  […]	  things	  like	  superior	  drummer	  and	  software	  packages,	  a	  lot	   of	   metal	   people	   are	   using	   them.	   There	   is	   also	   the	   other	   side	   of	   it	  where,	   HM	   is	   HM	   you	   know,	   it	   is	   essentially	   drums,	   bass,	   and	   guitars;	  loud.	  […]	  I	  don’t	  think	  [technology	  has]	  shaped,	  I	  don’t	  think	  [technology	  has]	   changed	   the	  way	   [HM]	   sounds	  but	   I	   think	   the	  way	  people	  make	   it	  maybe;	  technology	  has	  played	  a	  part	  in	  it.	  Whilst	   RD	   recognises	   that	   widely	   available	   software	   is	   a	   direct	   result	   of	  technological	  development,	  having	  access	   to	   technology	  does	  not	  mean	  that	  you	  can	  take	  advantage	  of	  its	  affordances.	  This	  technology	  seems,	  or	  so	  RD	  believes,	  to	  have	  influenced	  how	  people	  make	  HM	  music,	  as	  opposed	  to	  influencing	  how	  HM	  sounds.	  Of	  course,	  these	  two	  could	  be	  argued	  to	  work	  hand	  in	  hand.	  	  For	  RR	  the	  influence	  of	  what	  technology	  affords	  is	  obvious;	  affordances	  act	  to	   determine	   how	   technology	   is	   used	   throughout	   the	   process,	   with	   an	   almost	  retrospective	  relationship:	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RR:	  	   It’s	  weird	   to	   think	   that,	   it’s	  not	  often	  a	   conscious	   thought	  process	  but	   I	  guess	  when	   I’m	  micing	  up	   a	   [drum]	   kit	   in	   the	   back	   of	  my	  head	   I	   know	  what	  the	  technology	  is	  going	  to	  do	  to	  it	  later,	  and	  that	  is	  influencing	  me	  and	  even	   the	  way	   I	   am	  micing	   it	  up	   I	   guess.	  But	   […]	   I	   still	  don’t	  have	  a	  regular	  work	  path,	  or	  work	  method.	  Because	   RR	   understands	   the	   affordances	   of	   specific	   technology,	   in	   this	   case	  microphones,	  he	  knows	  how	  they	  will	  respond	  to	  certain	  sonic	  stimuli	  as	  well	  as	  knowing	   what	   other	   technology	   will	   be	   used	   in	   conjunction	   with	   those	  microphones.	   It	   is	   almost	   as	   if	   the	   technology	   affords	   a	   pathway	   through	   the	  process	   for	   RR.	   Whilst	   it	   may	   not	   be	   regular,	   or	   a	   ‘method’,	   it	   suggests	   that	  technology	   does	   potentially	   create	   a	   pathway	   through	   the	   production	   process.	  This	   idea	   of	   pathways	   is	   also	   relevant	  when	   RR	   discusses	   how	   he	   has	   come	   to	  know	  the	  niche	  area	  of	  HM	  production	  he	  is	  renowned	  for;	  extreme	  metal:	  
RR:	  	   Just	   going	   to	   that	   extreme	   of	   music	   and	   now	   I	   understand,	   well,	  everything	  about	   it.	   Its	   intention,	   the	  way	   it’s	   constructed,	  and	   the	  way	  you	  make	  it	  technically.	  	  Here	   the	  music	   affords	   a	   specific	   technical	   approach,	   linking	   technology	   to	   the	  GSPA	   of	   HM.	   Intention	   is	   crucial	   with	   the	   music	   itself	   having	   very	   specific	  intention,	  perhaps	  influencing	  the	  choice	  of	  technology	  used	  to	  record	  it;	  extreme	  metal	  affords	  extreme	  production	  techniques.	  RR	  identifies	  a	  problem	  caused	  by	  technological	  affordance.	  When	  working	  with	   clients	   who	   seemingly	   understand	   the	   potential	   of	   music	   technology,	   and	  know	   the	   ways	   in	   which	   HM	   productions	   can	   be	   edited,	   RR	   shows	   how	   some	  artists	  wish	  to	  record	  opposing	  the	  preconceived	  ideas	  they	  have:	  	  
RR:	  	   I’m	  getting	  a	  lot	  more	  younger	  band	  now	  come	  in	  and	  they	  say,	  we	  don’t	  wanna	  use	  triggers,	  we	  don’t	  want	   things	  to	  be	  edited.	  You	  say,	  we	  will	  see.	  I’m	  not	  going	  to	  make	  that	  decision	  right	  now,	  we	  will	  see	  how	  you	  get	  on	  with	  the	  performances	  and	  the	  sounds	  you	  get,	  its	  great	  if	  we	  can	  do	   it	   like	   that,	   awesome.	   […]	   Ive	   done	   quite	   a	   few	   records	   with	   no	  triggers,	  if	  that’s	  the	  vibe	  and	  it	  sounds	  good	  then	  great.	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Technology	  affords	  the	  creation	  of	  perfect	  performances	  but	  for	  some	  artists	  this	  is	   not	   authentic,	   perhaps,	   an	   issue	   of	   capturing	   performance	   versus	   creating	   a	  performance.	  However,	  for	  this	  approach	  to	  be	  successful,	  at	  least	  in	  the	  opinion	  of	  RR,	   the	   artist	  must	   be	   able	   to	   provide	   the	   performance	   initially.	   RR	   suggests	  that	   it	   is	  wise	  to	  exploit	   the	  affordances	  that	  are	  on	  offer,	  as	   it	   is	  not	   imperative	  that	  they	  are	  used.	  	  	  
Approach	  and	  Aspiration	  The	  use	  of	  the	  term	  aspiration	  is	  motivated	  by	  the	  ways	  in	  which	  the	  participants	  describe	   how	   they	   look	   to	   an	   end	   result	   and	   how	   the	   production	   process	  encompasses	   technology.	   This	   presents	   a	   positive	   subordinate	   theme	   for	   the	  notion	  of	  potential	  uses	  of	  music	  technology,	  that	  suggests,	  the	  use	  of	  technology	  is	  a	  direct	  result	   to	  musical	  or	  sonic	  aspirations	   for	  a	  recording,	  or	  as	  a	  positive	  influence	  on	   the	  approach	   the	  producer	   takes.	  This	   could	  be	  seen	   to	  be	  a	  direct	  contrast	   to	   the	   tensions	   caused	   by	   technological	   dichotomies,	   as	   musical	   and	  sonic	   aspiration	   attempt	   to	   traverse	   the	   tensions	   caused	   by	   exploring	   the	  potential	  of	  music	  technology.	  As	  the	  participants	  considered	  their	  approach,	  with	  regards	  to	  technology,	  it	  became	  clear	  that	  it	  is	  an	  extension	  of	  the	  ideas	  explored	  above	  through	  the	  analysis	  of	  affordances.	  	  DC	  begins	  his	  discussion	  with	  how	  he	  wants	  to	  work	  with	  artists:	  
DC:	  	   I	   like	   to	   work	   collaboratively	   with	   bands,	   I	   want	   to	   help	   realise	   the	  sound,	  which	  they	  are	  going	  for,	  and	  the	  musical	  aspirations.	  For	   RR	   his	   approach	   begins	   with	   the	   musician	   and	   a	   comprehensive	  understanding	  of	  the	  vision	  they	  have	  for	  their	  recording:	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RR:	   I	  want	  to	  know	  what	  the	  picture	  is	  in	  their	  head	  and	  to	  help	  them	  achieve	  that.	  Rather	  than	  telling	  them	  what	   it	  should	  be	  […]	   I	  might	  say,	   ‘well,	   I	  can’t	  see	  how	  we	  are	  going	  to	  make	  that	  work,	  maybe	  we	  can	  look	  at	   it	  like	  this?’	  But	  that’s	  a	  massive	  part	  of	  it.	  	  The	   participants	   discuss	   the	   way	   in	   which	   they	   approach	   productions	   without	  always	  explicitly	  linking	  their	  aspirations	  with	  technology,	  or	  its	  development	  for	  that	  matter.	  However,	  this	  should	  not	  to	  be	  dismissed.	  DC	  points	  out	  that	  he	  wants	  to	   ‘help	   realise	   the	   sound	   which	   they	   are	   going	   for’;	   this	   can	   be	   done	   by	  harnessing	   technology	  and	  absorbing	   technology	   into	  his	  approach.	  RR	  suggests	  from	   the	   outset	   that	   the	   recording	   process	   is	   fuelled	   by	   collaboration	   and	  potentials.	   The	   record	   producer	   is	   a	   mediating	   figure	   here,	   between	   what	   the	  artists	  wants	  to	  achieve	  and	  what	  the	  producer	  knows	  that	  they	  can	  achieve,	  with	  or	  without	  technology.	  For	  MF	  technology	  is	  primarily	  used	  to	  improve	  his	  approach,	  highlighting	  the	  potential	  he	  sees	  in	  technology	  from	  a	  personal	  perspective:	  
MF:	  	   Whatever	  is	  at	  your	  hands	  technology	  wise	  you	  are	  going	  to	  use	  at	  some	  point	  to	  get	  a	  better	  result,	  or	  the	  best	  result	  you	  can.	  By	   taking	   advantage	   of	   what	   technology	   affords	   MF	   moves	   towards	   a	   ‘better	  result’,	  the	  potential	  use	  of	  technology	  embodies	  improvement.	  MF	  does	  however	  realise	  that	  there	  are	  limits	  to	  what	  can	  be	  achieved:	  	  
MF:	  	   I’ve	  got	  a	  sound	  in	  my	  head	  that	  I	  never	  achieve	  but	  now	  and	  again	  I	  get	  close	  to	  it.	  That	  keeps	  you	  going	  really.	  Trying	  different	  things	  that	  aren’t	  the	   norm,	   trying	   things	   differently.	   I’ve	   done	   that	   a	   few	   times	   and	   it	  doesn’t	   always	   come	   off	   either.	   There	   are	   limits	   to	   everything,	  technology,	  converters	  etc.	  […]	  There	  are	  limits.	  You’ve	  just	  got	  to	  do	  the	  best	  you	  can	  do	  within	  those	  limits.	  For	   MF,	   the	   ‘better	   result’	   is	   aligned	   with	   achieving	   the	   best	   result	   within	   the	  limitations	   of	   the	   technology	   at	   his	   disposal.	   By	   taking	   into	   account	   what	   the	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technology	   affords,	   both	   benefits	   and	   restrictions,	   MF	   is	   able	   to	   come	   to	   some	  form	  of	  conclusion	  as	  to	  the	  ‘best	  [he]	  can	  do’.	  	  This	   also	   applies	   to	   how	   MF	   treats	   capturing	   performance	   within	   a	  recording.	   MF	   demonstrates	   that	   his	   approach	   aims	   to	   capture	   performances,	  something	  that	  he	  seems	  to	  link	  to	  natural	  excitement:	  
MF:	  	   I’m	   totally	   happy	   to	   record	   someone	   beginning	   to	   end,	   that’s	   the	  background	   I	  came	   from.	  Which	   is	  why	   I	   try	  and	  keep	   it	  as	  natural	  as	   I	  possibly	  can.	  […]	  [Editing]	  takes	  a	  long	  time.	  That’s	  the	  part	  that	  I	  think	  is	  missing.	  Those	  bits	  of	  excitement	  where	  you	  are	  thinking	  ‘fuck,	  I’m	  going	  to	  fuck	  up	  here’,	  and	  having	  to	  do	  something	  else.	  […]	  Hang	  on,	  what	  if	  I	  went	   with	   that	   because	   I’ve	   forgotten	   what	   it	   was.	   That	   spontaneity	  doesn’t	  exist.	  RD	   has	   a	   similar	   view,	   suggesting	   that	   spending	   too	   long	   on	   certain	   aspects	   of	  production,	  which	  may	  be	  attributed	   to	   the	  potentials	  of	   technology,	   can	  end	   in	  losing	  sight	  of	  the	  musical	  attributes	  of	  a	  recording:	  
RD:	  	   I	  try	  and	  use	  the	  way	  that	  I	  used	  to	  think	  as	  my	  approach	  now.	  I	  don’t	  like	  to	  spend	  too	   long	  on	  things,	   I	   think	  you	  can	   just	  get	   lost	   in	  the	  smallest	  detail	  that	  doesn’t	  matter	  and	  you	  end	  up	  sacrificing	  the	  performance.	  For	   OC,	   capturing	   performances	   and	   not	   letting	   technology	   encroach	   on	   the	  recording	  seems	  key.	  However,	  this	  nod	  towards	  negative	  influence	  of	  technology	  highlights	  technology’s	  potential	  for	  achieving	  certain	  aesthetics:	  
OC:	  	   […]	  maybe	  less	  experienced	  people	  [recording	  HM]	  music	  might	  not	  have	  that	  vision	  at	  the	  end	  and	  that’s	  how	  you	  get	  sucked	  into	  just	  quantising	  for	  the	  sake	  of	  quantising.	  	  A	  successful	  approach	  is	  linked	  to	  being	  ‘experienced’	  and	  that	  younger	  producers	  may	   succumb	   to	   losing	   sight	   of	   the	   end	   result,	   or	   indeed	   not	   having	   one,	  when	  potential	  use	  of	  technology	  acts	  deterministically.	  	  ME	   suggests	   that	   there	   is	   a	   problem	   caused	   by	   preconceptions	   of	   how	  technology	  is	  used	  within	  HM	  recordings:	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ME:	  	   I’m	  not	  completely	  anal	  about	  loading	  everything	  with	  samples;	  it’s	  just	  a	  completely	  project-­‐by-­‐project	   thing.	  You	   can’t	   have	   any	  preconceptions	  about	  it;	  it’s	  all	  about	  the	  people.	  For	  ME	  the	  musical	  aspirations	  of	  a	  project	  are	  not	  determined	  by	  the	  technology	  used,	   but,	   as	   with	   the	   other	   participants,	   he	   does	   not	   seem	   to	   cast	   aside	  technology.	  ME	  recognises	  that	  each	  recording	  project	  is	  different	  and	  technology	  can	  be	  used	  differently,	   and	  with	  different	   results,	   in	   each	  project.	   RR	   seems	   to	  agree;	  his	  approach	  does	  not	  rely	  on	  what	  technology	  can	  potentially	  do	  and	  the	  resulting	  automation	  of	  music	  production:	  	  
RR:	  	   If	  it	  needs	  chopping	  up,	  it	  gets	  chopped	  up.	  I	  don’t	  do	  it	  by	  habit;	  I	  don’t	  automatically	  do	  it.	   […]	  The	  thing	  I	  really	  don’t	   like	  about	  the	  computer	  side	  of	  it	  is	  all	  the	  automatic	  processes	  that	  have	  come	  along.	  I	  don’t	  ever	  use	  beat	  detective	  […]	  Elastic	  very	  occasionally	  in	  a	  dire	  emergency	  but	  even	  so	  its	  still	  manual	  adjustments.	  I	  don’t	  quantise	  anything,	  I	  don’t.	  It’s	  all	  done	  manual,	  it’s	  all	  done	  by	  ear.	  	  The	  potential	  uses	  of	  technology	  are	  still	  embraced	  by	  RR	  even	  whilst	  criticising	  how	  technology	  has	  caused	  so	  much	  automation	  within	  the	  recording	  process.	  It	  seems	   that	   for	  RR	   the	   potential	   use	   of	   technology	   is	   linked	   to	   how	  you	   employ	  technological	  capabilities.	  OC	  reiterates	  the	  way	  he	  perceives	  the	  potential	  use	  of	  technology	  within	  the	  recording	  process:	  
OC:	  	   My	  approach	  with	   [technology]	   is	   that	   at	   the	   end	  of	   the	   recording,	   and	  the	  end	  of	  the	  mix	  process,	  I	  want	  it	  to	  sound	  like	  a	  band.	  Whilst	   examples	   of	   aspirations	   within	   the	   participant	   dialogues	   hints	  towards	  the	  potential	  use	  of	  technology	  within	  HM	  record	  production,	  and	  what	  it	  provides,	  a	  more	  acute	  consideration	  should	  also	  be	  given	   to	   the	  act	  of	  decision	  making.	  This	  has	  a	  significant	  relationship	  to	  how	  technology	  is,	  and	  will	  be,	  used	  within	   a	   given	   recording.	   It	   could	   also	   be	   seen	   to	   be	   a	   counteracting	   force	   that	  reveals	  how	  useful	  technology	  is	  for	  modern	  record	  producers.	  OC	  highlights	  this	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tension	  between	  using	   technology	   to	   its	   full	   potential	   and	   technology	   removing	  the	  act	  of	  making	  decisions:	  	  	  
OC:	  	   When	  I	  mic	  up	  a	  [drum]	  kit	  for	  example,	  or	  a	  vocal,	  I	  will	  compress	  and	  EQ	  on	  the	  way	  in,	  before	  it	  touches	  the	  software,	  with	  outboards	  and	  I’m	  not	  scared	  to	  do	  that.	  As	  long	  as	  you	  know	  what	  you	  are	  doing	  it’s	  a	  good	  way	   of	   doing	   things.	   It’s	   using	   technology	   to	   get	   you	   to	   that	   end	   result	  quicker	  […]	  I	  think	  there	  is	  a	  new	  generation	  of	  very	  much	  taught	  to	  not	  make	  decisions	  because	  they	  don’t	  have	  to.	  OC	   realises,	   and	   embraces,	   the	   potential	   use	   of	   technology	   to	   speed	   up	   how	  quickly	  he	  arrives	  at	  his	  endpoint.	  It	  could	  be	  argued	  that	  understanding	  how	  to	  use	   this	   technology	   makes	   the	   process	   more	   efficient,	   not	   just	   what	   the	  technology	   affords.	   There	   is	   a	   fine	   line	   between	   knowing	   how	   to	   use	   the	  technology	  and	  using	  technology’s	  capabilities	  simply	  because	  it	  affords	  them.	  RR	  employs	  making	  decisions	  as	  a	  vital	  part	  of	  his	  approach,	  even	  though	  he	  knows	  that	  he	  does	  not	  have	  to	  due	  to	  the	  technology	  he	  uses:	  
RR:	  	   Anybody	   that’s	   tried	   to	   record	   on	   a	   4-­‐track	   tape	  machine	   understands	  being	  forced	  into	  making	  decisions.	  That’s	  definitely	  continued,	  its	  funny,	  because	  even	  with	  the	  facility	  to	  do	  a	  hundred	  million	  tracks	  if	  I	  want,	  I	  still	  bounce	  stuff	  down.	  Still	  make	  stuff	  happen	  and	  go	  with	  it.	  Making	  decisions	  also	  applies	   to	   specific	   items	  of	   technology,	  becoming	   familiar	  with	   their	   own	   potentials	   and	   encompassing	   them	   into	   the	   participant’s	  workflow.	   Like	   the	   concept	   of	   reaching	   an	   endpoint	   that	   the	   participants	  illuminate,	   RD	   suggests	   that	   potentials	   can	   also	   be	   determined	   through	   the	  repeated	  use	  of	  specific	  technology:	  	  
RD:	  	   I’ve	   figured	   out	  what	   I	   like	   doing	  with	   certain	   instruments.	   I’ve	   finally	  found	  the	  preamps	  I	  love	  on	  guitars	  and	  even	  down	  to	  what	  drum	  heads	  I	  love.	  Over	  the	  years	  you	  find	  out	  what	  gets	  you	  the	  sound	  you	  want.	  This	  echoes	  the	  point	  that	  OC	  makes	  when	  discussing	  how	  technology	  can	  be	  used	  to	  make	  the	  recording	  process	  more	  efficient,	  allowing	  the	  producer	  to	  arrive	  at	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their	  endpoint	  more	  quickly.	  Having	  preferences	  for	  technology	  supports	  the	  idea	  that	  there	  may	  be	  a	  production	  methodology	  for	  recorded	  HM	  music,	  whilst	  also	  suggesting	   that	   technological	   development	  may	   not	   always	   determine	   how	  HM	  records	  are	  produced.	  RD	  seems	  to	  know	  what	  technology	  he	  wants	  to	  use;	  it	  does	  not	  seem	  dictated	  by	  any	  particular	  outside	  influence.	  	  When	   considering	   their	   approach,	   the	   participants	   clearly	   have	  methodological	  approaches	  that	  they	  rely	  upon.	  For	  most,	  the	  recording	  process	  is	  about	  achieving	  an	  end	  goal,	  striving	  for	  a	  result.	  Some	  highlight	  this	  in	  a	  personal	  capacity	  whilst	   others	   suggest	   it	   is	   about	  working	   collaboratively.	   Technology’s	  potential	   is	   clearly	  used	  and	  embraced,	  whilst	  none	  of	   the	  participants	  admit	   to	  being	  lost	  without	  it.	  This	  could	  present	  how	  HM	  record	  production	  is	  becoming	  more	   and	   more	   methodical	   and	   the	   potential	   transformation	   of	   the	   traditional	  producer	  role.	  	  
5.3 Summary	  The	  above	  analysis	  has	  explored	  the	  data	  collected	  within	  the	  context	  of	  the	  aims	  that	  were	  outlined	  at	  the	  beginning	  of	  this	  chapter,	  and	  has	  begun	  to	  attend	  to	  the	  research	  question	  at	  the	  centre	  of	  this	  thesis.	  By	  using	  the	  IPA	  method	  of	  multiple	  readings,	  and	  concurrent	  interpretations,	  a	  number	  of	  themes	  have	  been	  deduced	  from	  the	  participant	  interviews.	  	  The	  concept	  of	  genre	  specific	  production	  aesthetics	  (GSPA)	  takes	  the	  views	  of	   the	   participants	   and	   deciphers	  what	   sonic	   and	  musical	   qualities	   constitute	   a	  HM	  record.	  Exploring	  the	  GSPA	  of	  HM	  provides	  context	  for	  the	  aims	  that	  support	  the	  research	  question.	  This	  exploration	  also	  helps	  form	  an	  understanding	  of	  how	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HM	   producers	   make	   sense	   of	   the	   music	   they	   record	   and	   how	   they	   begin	   to	  approach	  specific	  sonic	  and	  musical	  aesthetics.	  	  Early	   HM	   productions	   emphasise	   feel	   as	   the	   central	  musical	   aesthetic	   of	  recorded	  HM.	  TA	  discusses	  how	   the	  absence	  of	   any	   form	  of	  prior	  knowledge	  of	  how	  to	  record	  HM	  music	  caused	  the	  production	  process	   to	  simply	   focus	  on	   feel.	  Emphasis	  is	  placed	  on	  the	  rhythm	  section	  and	  how	  this	  influenced	  the	  feel	  of	  the	  recording,	   purely	   related	   to	   performance.	   This	   emphasis	   on	   the	   rhythm	   section	  returns	  to	  the	  concepts	  of	  size	  and	  power	  discussed	  at	  length	  earlier	  in	  this	  thesis	  (see	   chapter	   3.2).	   This	   develops	   out	   into	   a	   set	   of	   individual	   aesthetics	   that	   are	  both	  musical	  and	  sonic.	  These	  individual	  aesthetics	  form	  the	  GSPA	  of	  HM:	  Impact;	  Energy;	   Precision;	   and,	   Extremity.	   These	   individual	   contributors	   to	   HM	   GSPA	  suggest	   that	   the	   participants	   have	   a	   value	   system,	   or	   at	   least	   a	   subconscious	  notion	  of	  what	  recorded	  HM	  music	  should	  sound	  like.	  This	  is	  strengthened	  by	  the	  ways	   in	   which	   the	   participants	   strive	   to	   achieve	   these	   aesthetics.	   Finally,	   the	  proposed	  concept	  of	  a	  value	  system	  for	  HM	  record	  production	  suggests	  that	  HM	  production	   is	   subject	   to	   an	   accepted	   ideal.	   This	   accepted	   ideal	   could	   be	   both	   a	  positive	  and	  negative	  influence	  and	  will	  be	  explored	  in	  the	  concluding	  chapters	  of	  this	  thesis.	  	  The	   emergent	   themes	   that	   are	   central	   to	   this	   research	   were	   identified	  using	   the	   IPA	  method	  (Smith	  et	  al.,	  2009).	  Two	  super-­‐ordinate	   themes	  emerged	  after	  multiple	  readings	  of	  the	  interview	  data	  and	  revisions	  of	  the	  numerous	  sub-­‐ordinate	   themes.	   The	   anticipated	   use	   of	   technology,	   and	   the	   potential	   use	   of	  technology	   revealed	   themselves	   as	   the	   super-­‐ordinate	   themes.	   The	   participants	  explore	  anticipated	  use	  of	  technology	  via	  the	  sub-­‐ordinate	  themes	  of	  expectations,	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industry	   and	   influences.	   These	   themes	   provide	   evidence	   how	   artists,	   the	  recording	   industry,	   and	  other	  producers	  may	  have	  used	   technology	   in	   the	  past;	  often	  presupposing	  the	  use	  of	  technology	  in	  HM	  record	  production.	  This	  tends	  to	  have	  negative	  connotations	  and	  seems	  to	  encroach	  upon	  the	  creative	  nature	  of	  the	  participants.	  The	  potential	  use	  of	  technology	  provides	  a	  contrasting	  construction	  of	  how	  technology	  influences	  recorded	  HM	  music.	  The	  participants	  expressed	  that	  there	   is	   often	   a	   tension	   between	   how	   technology	   is	   used	   and	   artistry,	   often	  causing	   the	   participants	   to	   question	   how,	   why	   and	   when	   they	   use	   certain	  technology.	   Technological	   affordances	   were	   discussed	   in	   terms	   of	   what	  technology	   can	   offer	   recorded	   HM	   music,	   as	   well	   the	   restrictions	   technology	  places	  upon	  the	  recording	  process.	  Finally	  the	  approach	  that	  the	  participants	  have	  when	   recording	   HM	   is	   questioned.	   This	   revealed	   that	   technology	   often	   plays	   a	  smaller	   role	   than	   most	   would	   presume	   and	   that	   capturing	   performances	   and	  musical	   aspiration	   is	   more	   important	   to	   the	   participants.	   These	   sub-­‐ordinate	  themes	  suggest	  that	  the	  potential	  use	  of	  technology,	  with	  regards	  to	  recording	  HM	  music,	   is	   the	   way	   in	   which	   producers	   embrace	   what	   technology	   can	   do	   whilst	  maintaining	   a	   level	   of	   self-­‐enforced	   distance	   from	   it.	   The	   potential	   use	   of	  technology	   also	   suggests	   that	   HM	   has	   both	   embraced,	   and	   been	   causal	   in	   the	  development	  of	  music	  technology.	  A	  key	  example	  of	  this	  is	  explored	  by	  a	  number	  of	  the	  participants	  when	  discussing	  drum	  sampling	  and	  replacement.	  	  This	   chapter	   has	   taken	   the	   initial	   steps	   into	   answering	   the	   research	  question,	   and	   aims,	   by	   presenting	   the	   themes	   that	   emerged	   from	   participant	  interviews.	   The	   concepts	   that	   have	   been	  proposed	  here	   are	   further	   explored	   in	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the	   next	   chapter	   and	   the	   research	   question,	   ‘how	   has	   the	   development	   of	  technology	  influenced	  recorded	  HM	  music?’	  is	  addressed	  in	  detail.	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6 Discussion	  The	  following	  chapter	  builds	  upon	  the	  close	  reading	  and	  analysis	  of	  the	  interview	  data	   in	   chapter	   five.	   The	   emergent	   themes	  produced	  by	   the	  data	   collection	   and	  analysis	  process	  are	  contextualised	  against	  the	  existing	  literature	  that	  surrounds	  HM	  production	  methodology	  and	   resonates	  directly	  with	   the	   research	  question;	  suggesting	   that	   the	   study	   of	   HM	   record	   production	   requires	   a	   more	   holistic	  approach.	  Metal	  studies,	  as	  explored	  in	  chapter	  three,	  indicates	  that	  the	  academic	  study	  of	  HM,	  and	   indeed	  GSPA,	  has	   finally	  arrived	  as	  a	  recognised	   field	  of	  study	  within	   popular	   musicology	   and	   surrounding	   fields.	   This	   increase	   in	   interest	  makes	   any	   issues	   of	   fragmentation	   that	   were	   identified	   by	   Brown	   (2011)	   less	  problematic,	   and	  widens	   the	   gap	   between	   the	   early	   HM	   literature	   that	   is	   often	  criticised	  for	  its	  focus	  on	  adolescent	  subcultural	  phenomena.	  As	  well	  as	  providing	  a	  varied	  and	  healthy	  academic	  platform	  for	  HM	  scholars,	  metal	  studies	  advocates	  interdisciplinary	  research,	  highlighting	  the	  timely	  nature	  of	  this	  research,	  building	  from	   research	   on	   HM	   production	   methodology	   and	   encompassing	  phenomenological	   methods	   to	   provide	   a	   more	   holistic	   view	   of	   recorded	   HM	  music.	  	  The	   proposed	   presence	   of	   an	   accepted	   ideal	   within	   HM	   production	   has	  influenced	   technological	   decisions	   made	   by	   the	   participants	   and	   how	   they	  approach	   the	   production	   of	   HM.	   It	   is	   questioned	   whether	   production	   values	  themselves	   imply	   a	   sense	   of	   idealism.	   Further	   to	   the	   research	   question,	   is	  technological	  development	  a	  result	  of,	  or	  an	   influence	  over,	  an	  accepted	   ideal	  of	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HM	   production	   aesthetics?	   GSPAs	   are	   explored	   as	   a	   result	   of	   compromise.	   The	  idea	   that	   an	   accepted	   ideal	   in	   HM	   production	   has	   created	   a	   set	   of	   GSPAs	   is	  presented	   as	   a	   series	   of	   compromises.	   These	   compromises	   define	   recorded	  HM	  music	   as	   a	   product	   of	   the	   production	   decisions	   that	   are	   not	  made,	   as	  much	   as	  those	  that	  are.	  It	  is	  questioned	  whether	  this	  is	  a	  matter	  of	  semantics.	  	  	  The	   super-­‐ordinate	   themes	   that	   were	   present	   in	   the	   interview	   data,	   the	  anticipated	   and	   potential	   use	   of	   technology,	   provide	   insight	   into	   the	   ways	   in	  which	   music	   producers	   make	   sense	   of	   the	   changing	   landscape	   of	   music	  technology.	   Both	   of	   these	   themes	   identify	   tensions	   for	   producers	   recording	  HM	  music	   whilst	   suggesting	   that	   the	   influence	   of	   technological	   development	   is	   the	  cause.	   Ultimately,	   the	   anticipated	   use	   of	   technology	   implies	   a	   prescriptive	  production	   methodology	   that	   could	   be	   caused	   by	   expectations,	   industry,	   or	  influence	   from	   other	   artists	   or	   producers.	   The	   potential	   use	   of	   technology	  highlights	   the	   tension	   between	   the	   use	   and	   abuse	   of	   technology,	   technological	  affordances	  and	  employing	  an	  approach	  that	  favours	  aspiration.	  	  This	   chapter	   also	   asks	   what	   the	   relationship	   between	   technology	   and	  recorded	  HM	  music	  means,	   in	  light	  of	  the	  responses	  given	  by	  the	  participants.	  It	  will	  readdress	  the	  technological	  theories	  examined	  in	  chapter	  one,	   in	  relation	  to	  the	  super-­‐ordinate	  themes.	  Do	  the	  themes	  identified	  by	  the	  participants	  align	  with	  any	   existing	   theories	   of	   technology	   and	   how	   does	   a	   phenomenological	  interpretation	  of	  the	  data	  compare	  or	  contrast	  with	  these	  theories?	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6.1 Returning	  to	  the	  Literature	  Recorded	  HM	  music	  is	  a	  product	  of	  a	  number	  of	  sonic	  attributes.	  This	  is	  evident	  in	  the	   work	   of	   Mynett	   (2013)	   who	   presents	   a	   comprehensive	   production	  methodology	  for	  the	  genre,	  that	  suggests:	  
Much	   of	   this	   discourse	   makes	   evident	   the	   importance	   of	   [contemporary	   metal	   music]	  producers	   having	   a	   credible	   knowledge,	   and	   understanding	   of,	   the	   music	   and	   the	  performances	   themselves.	   Additionally	   these	   methods	   imply	   the	   need	   for	   a	  comprehensive	   understanding	   of	   the	   commonly	   shared	   sounds,	   timbres,	   and	   practices	  involved	  with	  [contemporary	  metal	  music],	  and	  what	  is	  required	  of	  a	  production.	  (p.108)	  This	  methodology	  acknowledges	  the	  extensive	  use	  of	  technology,	  the	  repetition	  of	  sonic	  aesthetics,	  and	  a	  focus	  on	  technologically	  reinforced	  performance	  practises.	  Whilst	  this	  production	  methodology	  is	  clearly	  justified	  throughout	  Mynett’s	  work,	  the	  rich	  data	  that	  has	  been	  collected	  through	  interviews	  with	  the	  participants	  of	  this	   study,	   suggests	   that	   a	   more	   holistic	   approach	   would	   compliment	   current	  production	  methodologies.	  	  	  
6.1.1 Hidden	  Technologies	  Chapter	   5.1	   presented	   genre	   specific	   production	   aesthetics	   for	   HM	   music	   as	   a	  series	   of	   phenomena	   that	   were	   derived	   from	   participant	   responses:	   Energy;	  Extremity;	   Impact,	  and	  Precision.	  Turner	  (2009)	  establishes	  that	  HM	  production	  employs	  extremity	   through	   technological	  shaping	  and	  processing.	  This	  seems	   to	  be	   due	   to	   the	   extreme	   sonic	   aesthetics	   of	   the	   instruments	   being	   recorded,	   the	  extreme	  nature	  of	  the	  performances	  and	  as	  a	  precursor	  to	  Mynett’s	  ‘intelligibility’	  within	   mixing	   (2013,	   p.45).	   These	   phenomena	   embrace	   Mynett’s	   methodology,	  encompass	  the	  idea	  of	  sonic	  weight,	  and	  comply	  with	  his	  concept	  that:	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Contemporary	   Metal	   Music	   is	   as	   heavily	   processed,	   and	   technologically	   mediated,	   as	  commercial	   pop,	   or	   hardcore	   dance	   music	   regularly	   is.	   [...]	   the	   significant	   role	   of	  technologies	   in	   the	   creation	   of	   [HM]	  music	   is	   usually	   disguised	   in	   contrast	   to	   hardcore	  dance	  music.	  (2013,	  p.	  110)	  The	  aesthetics	  created	  by	  the	  use	  of	  music	  technology	  are	  implied	  by	  each	  of	  the	  phenomena,	  whilst	  also	  more	  widely	  incorporating	  the	  performance	  practices	  and	  sonic	  attributes	  of	  typical	  recorded	  HM	  music	  (explored	  in	  3.3).	  	  As	   Mynett	   suggests,	   the	   use	   of	   technology	   to	   create	   HM	   music	   is	   often	  disguised	  for	  fear	  of	  becoming	  inauthentic.	  The	  phenomena	  that	  the	  participants	  of	  this	  study	  revealed	  do	  not	  explicitly	  imply	  how	  technology	  is	  used,	  or	  whether	  it	  is	  used	  at	  all.	  It	  is	  a	  case	  of	  how	  much	  influence	  they	  allow	  technology	  to	  have,	  hence	  the	  potential	  use	  of	  technology	  super-­‐ordinate	  theme.	  This	  could	  of	  course	  be	  inline	  with	  Mynett’s	  theory	  of	  disguised	  technologies	  but	  could	  also	  mean	  that	  technology	  is	  but	  a	  vessel	  for	  achieving	  the	  GSPA	  of	  recorded	  HM	  music.	  	  If	  we	  return	  to	  Horning’s	  work,	  she	  suggests	  that	  a	  series	  of	  technological	  developments	   led	   to	   record	  production	  becoming	  a	  process	   less	  about	   scientific	  treatment	   of	   acoustic	   energy	   into	   a	   process	   more	   akin	   to	   ‘engineering	   of	   an	  illusion’	   (2004,	   p.51).	   Horning	   also	   proposes	   that	   post	  World	  War	   Two	   record	  production	   developed	   its	   own	   persona,	   particularly	   in	   the	   late	   1960s	   and	   early	  1970s.	  This	   is	  significant	  as	   it	  parallels	  with	   the	  creation	  of	  some	  of	   the	  earliest	  examples	  of	  HM	  music;	   technological	  development	  of	  a	  persona	  must	  have	  been	  key	  in	  the	  production	  of	  those	  early	  HM	  recordings.	  Horning’s	  view	  implies	  a	  form	  of	   soft	   technological	   determinism,	   a	   more	   optimistic	   and	   passive	   view	   that	   we	  interact	  with	  technological	  development	  as	  it	  changes	  socio-­‐cultural	  evolution.	  If	  we	  put	  this	  into	  the	  context	  of	  this	  study,	  soft	  determinism	  does	  not	  seem	  to	  be	  a	  suitable	   ontological	   position,	   at	   least	   this	   is	   true	   with	   the	   general	   outlook	   the	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participants	   had	   of	   the	   development	   of	   HM	   production	   specific	   to	   technology.	  However,	  Horning’s	  view	  certainly	  links	  directly	  to	  Mynett’s	  hidden	  technologies,	  suggesting	   that	   technological	   development	   has	   obscured	   technology’s	   use	   from	  the	  listener	  over	  time.	  Williams	  (2015)	  also	  suggests	  that	  being	  hidden	  from	  view,	  technology	  influences	  authenticity:	  
Nevertheless,	   these	   ‘superhuman’	   drum	   performances,	   and	   the	   production	   techniques	  used	  to	  derive	  them,	  suggest	  that	  either	  the	  audience	  is	  unaware	  of	  these	  processes	  being	  used,	   or	   that	   the	   issue	   of	   authenticity	   is	   less	   significant	   to	   them	   than	   the	   overall	  production	  standard	  and	  the	  complexity	  of	  performance	  that	  such	  techniques	  afford	  the	  genre.	  (p.44)	  For	  the	  participants	  of	  this	  study,	  their	  use	  of	  technology	  is	  not	  hidden	  from	  view.	  In	   fact,	   they	   were	   comprehensive	   in	   their	   experience	   of	   using	   technology	   and	  identified	   why	   they	   thought	   that	   the	   hidden	   technologies	   concept,	   that	   Mynett	  suggests,	  would	  exist.	  OC	  was	  clear	  in	  his	  view	  of	  how	  technology	  could	  be	  seen	  to	  play	  a	  role	  in	  over	  production,	  the	  negative	  use	  of	  technology:	  
OC:	  	   That’s	  the	  thing	  isn’t	  it	  with,	  especially	  with	  heavy	  music	  there	  is,	  this	  is	  how	   I	   always	   describe	   it	   with	   the	   term	   ‘overproduced’.	   You	   pick	   your	  moral	  and	  ethical	  standpoint	  on	  it	  and	  that’s	  your,	  everyone	  has	  different	  sort	  of	  guidelines,	  you	  pick	  your	  point	  where	  you	  feel	  comfortable.	  Mynett’s	   disguised	   technology	   implies	   that	   authenticity	   is	   jeopardised	   by	   the	  negative	   use	   of	   technology.	   For	   OC,	   and	   as	   a	   result	   of	   the	   emergent	   themes	  identified,	  only	  those	  who	  could	  be	  over	  using	  it	  disguise	  technology.	  	  The	   problem	   that	   disguising	   the	   role	   of	   technology	   creates	   is	   that	   it	   can	  become	   stigmatised.	   Mynett	   suggests	   this	   is	   partly	   due	   to	   authenticity;	   OC	  presents	   a	   moral,	   or	   ethical,	   outlook	   of	   the	   visibility	   of	   technology	   in	   HM	  production.	  This	  suggests	  that	  amateur	  HM	  productions	  (identified	  by	  ME,	  RD	  and	  RR)	   promote	   the	   stigma,	   making	   use	   of	   easy	   solutions	   to	   complex	   processing.	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Drum	   replacement	   and	   sampling	   technology,	   a	   key	   example	   (see	   chapter	   3.4),	  make	   creating	  HM	  drum	  recordings	  at	  home	  sound	  professional,	   thus	  achieving	  the	   GSPAs	   identified	   by	   this	   study	   and	   the	   aesthetics	   that	   are	   outlined	   in	   the	  current	   literature	   (Mynett	   et	   al.,	   2011;	   Reyes,	   2008;	   Turner,	   2009;	   Williams,	  2015).	  Perhaps	  the	  prevalence	  of	  this	  technology,	  the	  sonic	  result	  of	  using	  it,	  and	  its	  widespread	  availability	  has	  caused	  producers	  to	  question	  the	  over	  production	  of	  HM	  records	  and	  if	  their	  methods	  are	  authentic	  or	  not?	  It	  seems	  producing	  HM	  has	  become	  as	  much	  of	  a	  reflexive	  process	  as	  it	  is	  creative.	  	  	  
6.1.2 Subcultural	  Anticipations	  It	   was	   clear	   in	   the	   analysis,	   whilst	   technology	   played	   significant	   roles	   in	   each	  participant’s	   experience	   of	   recording	  HM	  music,	   that	   production	  methodologies	  were	   not	   explicitly	   recurrent.	   TA	   left	   his	  method	   up	   to	   feel;	  MF	  wanted	   to	   use	  technology	   to	   create	   ideal	   performances;	   RD	   and	  ME	   believe	   that	   technology	   is	  irrelevant	  to	  the	  process,	  whilst	  the	  fact	  they	  both	  had	  certain	  preferences	  is	  not	  to	  be	  ignored;	  RR	  was	  open	  to	  different	  production	  approaches	  dependant	  on	  the	  artist;	  and	  DC	  was	  an	  advocate	  of	  embracing	  new	  technologies	  and	  adapting	  his	  approach	   accordingly.	   Chapter	   three	   asked	   whether	   or	   not	   aesthetic	   decisions	  made	  by	  producers	  are	  a	  manifestation	  of	   cultural	   and	   technological	   influences.	  Using	  Mynett’s	  (2013)	  production	  methodology	  would	  suggest	  that	  technological	  development	  has	   changed	   the	  way	  producers	  need	   to	  work	  with	  HM	  music;	   the	  view	   of	   literature	   that	   focuses	   on	   socio-­‐cultural	   influence	   would	   suggest	   that	  production	   has	   evolved	   as	   a	   direct	   result	   of	   subculture;	   and	   the	   participants	   of	  this	  study	  seem	  to	  conclude	   that	  aesthetic	  choices	  are	   influenced	  by	  both	  socio-­‐
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cultural	   and	   a	   production	   methodology.	   Turner	   (2009)	   approaches	   this	   by	  surmising	  that	  the	  mixing	  techniques,	  and	  by	  extension	  the	  recording	  techniques,	  which	  are	  employed	  in	  recorded	  HM	  music	  are	  part	  of	  a	  wider	  musical	  language.	  The	  differing	  production	  approaches	  of	  each	  of	  the	  participants,	  and	  the	  differing	  emphasis	  they	  put	  on	  technology	  in	  their	  discourse,	  supports	  this;	  HM	  production	  is	   more	   than	   a	   checklist	   of	   processing	   techniques	   and	   the	   musical	   iteration	   of	  subcultural	  anxieties	  of	  fans	  and	  artists.	   	  Reyes	  (2008)	  contextualises	  HM	  production	  as	  a	  by-­‐product	  of	  subcultural	  influences.	   This	   research	   would	   suggest	   that	   these	   subcultural	   influences	   are	  integral	   to	   the	   constructions	   of	   the	   anticipated	   use	   of	   technology.	   Using	   Reye’s	  model,	   Punk	   has	   a	   preconceived	   notion	   of	   raw-­‐ness,	   whilst	   HM	   is	   intrinsically	  linked	   to	   power,	   made	   possible	   through	   perceived	   loudness.	   Recorded	   Punk	  music,	  if	  this	  model	  were	  a	  true	  representation,	  would	  anticipate	  low	  production	  values	  and	   that	   technology	  would	  contribute	   to	   the	   raw-­‐ness	  of	   the	  production;	  The	  Misfits’	  Static	  Age	  (recorded	  in	  1978	  but	  not	  released	  until	  1997)	  showcases	  the	  raw	  Punk	  aesthetic.	  76	  A	  HM	  record	  that	  was	  made	  the	  same	  year,	  Van	  Halen’s	  
Van	   Halen	   (1978),	   forms	   appropriations	   of	   power	   through	   virtuosity	   (Walser,	  1993)	  as	  well	  as	  portraying	  a	  completely	  different	  set	  of	  production	  aesthetics	  to	  that	  of	  the	  raw	  Punk	  style.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
76	  http://www.allmusic.com/album/static-­‐age-­‐mw0000177017	  [online]	  accessed	  03/07/2015	  The	  raw	  aesthetic	  can	  be	  heard	  in	  the	  outtake	  material,	  including	  talk	  back,	  that	  was	  included	  with	  the	  release:	  	  https://www.youtube.com/watch?v=UH6h-­‐zwkbec	  [online]	  accessed:	  06/11/2015	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6.1.3 Summary	  	   	  As	   one	   of	   the	   key	   outcomes	   of	   this	   thesis,	   the	   anticipated	   and	   potential	   use	   of	  technology	  presents	  both	  a	  production	  methodology	  for	  recorded	  HM	  music;	  and,	  the	   inherent	   issues	   faced	  by	  producers	   of	  HM	  music.	   This	   suggests	   that	   a	  more	  holistic	   approach	   to	   the	   technologically	   influenced	   phenomena	   that	   defines	  HM	  production	  would	  provide	  an	  all-­‐encompassing	  understanding	  of	  how	  HM	  records	  are	  made,	  and	  why	  certain	  aesthetic	  choices	  are	  present.	  It	  is	  also	  proposed	  that	  HM	  producers	  have	  embraced	  technology	  as	  a	  way	  of	  achieving	  their	  vision,	  or	  the	  GSPA	   of	   HM,	   whilst	   also	   keeping	   technological	   decisions	   concealed	   from	   their	  audience	  for	  fear	  of	  becoming	  unauthentic.	  In	  addition	  to	  this,	  the	  HM	  production	  methodologies	   that	   currently	   exist	   support	   the	   phenomenological	   concepts	   that	  the	  participant	  interviews	  have	  revealed.	  Recorded	  HM	  music	  is	  a	  product	  of	  both	  a	   production	   methodology	   and	   phenomena	   influenced	   by	   technological	  development	  and	  subcultural	  anticipations.	  The	  following	  sections	  explore	  these	  concepts	  in	  more	  detail;	  accepted	  ideals	  and	  the	  effect	  of	  GSPA	  are	  considered	  as	  this	  chapter	  moves	  towards	  answering	  the	  research	  question	  at	  the	  centre	  of	  this	  thesis.	  	  	  
6.2 Accepted	  Ideals	  The	  concept	  of	  an	  accepted	  ideal	  within	  music	  production	  assumes	  that	  the	  GSPA	  exist	   as	   a	   consensus	   between	   artists,	   fans	   and	   producers.	   Examples	   of	   this	   can	  been	  seen	  in	  the	  replication	  described	  by	  Mynett	  and	  in	  the	  participant	  interviews	  that	   are	   central	   to	   this	   research.	   For	   instance,	   a	   number	   of	   the	   participants	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suggested	  that	  questioning	  why	  they	  were	  using	  a	  specific	  piece	  of	  technology,	  or	  production	  technique,	  was	  a	  regular	  part	  of	  their	  approach:	  
OC:	   Am	   I	  using	   this	  because	   I	   can?	  Or	  am	   I	  using	   this	  because	   it	  needs	   it?	   I	  think	   that’s	   the	  key	   thing.	   I	   think	   that’s	   got	   lost	   along	   away,	   but	   yeah	   I	  think	  technology	  has	  always	  spurred	  on	  metal	  to	  make	  it	  better,	   I	   think	  people	  are	  using	  the	  technology	  to	  make	  the	  genre	  better.	  As	  long	  as	  you	  ask	   the	   question	   along	   the	   way,	   am	   I	   using	   this	   because	   I	   have	   to,	   or	  because	  I	  can?	  	  DC:	   If	  bands	  want	  to	  sound	  like	  something	  that’s	  what	  we	  try	  and	  do.	  Artists	  want	   to	   sound	   like	   their	   influences	  and	  present	   themselves	   to	  other	  HM	  artists	  as	  peers.	  As	  a	  producer	  an	  ethical	  issue	  arises;	  whether	  or	  not	  to	  assist	  the	  band	  achieving	  this,	  if	  it	  means	  producing	  the	  recording	  in	  a	  way	  that	  they	  do	  not	  necessarily	  agree	  with.	  Other	  factors	  to	  suggest	  that	  this	  is	  a	  significant	  issue	  for	  producers	   include:	  pressure	  from	  a	  declining	  recording	  industry	  that	   is	  cautious	  to	  invest	  in	  recording	  time;77	  and	  the	  availability	  of	  technology	  enabling	  artists	  to	  record	   their	   own	   music	   for	   a	   significantly	   reduced	   cost.	   This	   manifests	   in	   the	  discourse	   that	   some	   of	   the	   producers	   used	   to	   describe	   how	   they	   arrive	   at	  decisions	   about	   using	   technology,	   claiming	   that	   there	   are	   often	   decisions	  made	  within	  projects	  simply	  to	  save	  time,	  or	  to	  artificially	   improve	  the	  recording	  with	  repeat	  business	  in	  mind:	  
MF:	   When	  we	  are	  talking	  about	  HM,	  editing	  the	  drums	  has	  become	  the	  sound	  we	   are	   all	   used	   to.	   I	   don’t	   think	   it’s	   a	   brilliant	   thing.	  But	   that’s	   just	   the	  way	  it	  is.	  If	  you	  deliver	  something	  as	  an	  engineer	  that	  is	  called	  sloppy	  you	  aren’t	  going	  to	  get	  hired	  again.	  Why	  is	  this	  idea	  of	  an	  accepted	  ideal	  important	  to	  this	  research?	  Smith	  et	  al.	  (2009)	  suggest	  that	  IPA	  studies	  often	  uncover	  issues	  that	  were	  not	  part	  of	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
77	  http://www.theguardian.com/music/musicblog/2015/feb/24/is-­‐new-­‐music-­‐killing-­‐music-­‐industry	  [online]	  accessed	  19/06/2015	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initial	   motivations	   for	   conducting	   a	   piece	   of	   research;	   accepted	   ideals	   of	   HM	  production	  seems	  to	  be	  this	  research’s	  ‘unanticipated	  territory’	  (p.113).	  	  The	  two	  super-­‐ordinate	  themes,	  anticipated	  and	  potential	  uses	  of	  technology	  converge	  at	  a	  point	   that	   describes	   the	   GSPA	   of	   recorded	   HM	   music.	   The	   combination	   of	   the	  subordinate	   themes	   that	   evokes	   anticipation	   has	   led	   producers	   to	   identify	  pressures	   and	   tensions	   from	   outside	   influences,	   whilst	   the	   potential	   use	   of	  technology	  is	  suggestive	  of	  how	  technology	  can	  be	  used,	  as	  well	  as	  should	  be	  used.	  The	   GSPAs	   of	   recorded	   HM	   music	   are	   a	   direct	   result	   of	   expectations	   for	  technology	   in	   the	  HM	  production	   process	   and	   the	   values	   that	   producers	   of	  HM	  music	  hold	  (see	  Figure	  6.1	  below).	  The	  problem	  with	  GSPAs	  is	  that	  they	  appear	  to	  be	  a	  negative	  construction.	  They	  are	  a	  result	  of	  the	  tensions	  that	  expectations	  and	  influences	  cause	  in	  music	  production.	  It	  is	  proposed	  that	  the	  accepted	  ideal	  is	  the	  next	  logical	  step	  for	  GSPAs;	  by	  suggesting	  that	  there	  are	  sets	  of	  values	  that	  typify	  a	  successful	   HM	   production,	   the	   logical	   conclusion	   is	   to	   suggest	   that	   HM	   has	   an	  ideal	  production	  aesthetic.	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Figure	  6.1	  Heavy	  Metal	  GSPA	  and	  the	  use	  of	  music	  technology	  Of	   course	   this	   can	   have	   a	   positive	   effect,	   especially	   concerning	   the	  development	  of	  music	  technology.	  The	  ideal,	  if	  we	  accept	  the	  proposal	  that	  GSPAs	  create	  an	  ideal,	  has	  caused	  technology	  manufacturers	  to	  develop	  technology	  that	  helps	   musicians	   and	   producers	   to	   achieve	   this.	   It	   promotes	   efficiency	   and	  ingenuity,	  with	  examples	  of	   this	  visible	   in	  the	  critique	  offered	  in	  chapter	  3.3.	   	   In	  contrast,	   succumbing	   to	   an	   accepted	   ideal	   of	   HM	   production	   can	   be	   seen	   as	  restrictive	   for	   producers,	   a	   frustration	   that	   is	   evident	  with	   the	   participants.	   An	  accepted	  ideal	  could	  be	  seen	  to	  remove	  the	  authenticity	  from	  a	  HM	  recording:	  	  	  
RD:	   The	  drummer	  was	  so	  surprised	  when	  he	  came	  into	  the	  control	  room	  and	  listened	   to	  his	   tracks,	   he	  was	   like	   ‘you	   can	  hear	  my	  ghost	  notes	   on	   the	  snare’,	   ‘cos	   he	  was	   so	   used	   to	   someone	   just	   replacing	   the	  whole	   thing.	  Yeah,	  that’s	  you	  playing	  the	  drums.	  It’s	  as	  simple	  as	  that.	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Whether	   HM	   musicians	   have	   become	   accustomed	   to	   how	   modern	   HM	   records	  sound,	  or	  whether	  they	  have	  relinquished	  to	  sound	  different	  for	  fear	  of	  sounding	  unauthentic	   is	   unclear.	   This	   example	   suggests	   that	   it	   is	   out	   of	   their	   control,	  perhaps	   supporting	   that	   anticipations	  hinder	   creativity	   and	   the	  potential	   use	  of	  technology	   now	   promotes	   repetition	   and	   a	   better	   safe	   than	   sorry	   attitude	   to	  production;	  both	  presenting	  the	  general	  acceptance	  of	  an	  ideal	  HM	  production.	  	  How	  does	  this	  concept	  resonate	  with	  the	  existing	  literature?	  The	  youthful	  nature	   of	   the	   field,	  whilst	   supporting	   the	   timely	   nature	   of	   this	   research,	  makes	  relating	   accepted	   ideals	   difficult	   at	   present.	   However	   there	   are	   a	   number	   of	  tangible	   signs	   that	   the	   idea	   of	   accepted	   ideals,	   within	   HM	   production,	   requires	  further	  exploration.	  Zagorski-­‐Thomas’	   (2010)	   transparency	  questions	   the	  use	  of	  technology	   and	   authenticity	   within	   record	   production,	   whilst	   Taylor’s	   (2001)	  concept	   that	   the	  use	  of	   technology	  verifies	  an	  economic,	  and	  ultimately	  cultural,	  success,	   supports	   accepted	   ideals	   within	  music	   production	   as	   a	   technologically	  derived	   concept;	   success,	   or	   an	   ideal,	   is	   implied	   through	   the	   use	   of	   technology.	  Reyes	   (2000)	   focuses	   on	   the	   act	   of	   aesthetic	   decisions	   in	   digital	   era	   music	  production	   being	   ‘a	   trick	   in	   itself’	   (p.143).	   What	   this	   suggests	   is	   that	   aesthetic	  decisions	  in	  modern	  HM	  production	  are	  perceived	  to	  be	  unauthentic,	  unless	  they	  manifest	   from	   socio-­‐cultural	   influences.	   These	   socio-­‐cultural	   influences,	   namely	  subculture,	   are	   supposedly	   the	   key	   factors	   when	   ‘understanding	   aesthetic	  judgements’	  (p.iv).	  Perhaps	  it	  is	  the	  case	  that	  the	  influences	  Reyes	  suggests	  are	  an	  indicator	  that	  there	  are	  predetermined	  ideals	   for	  certain	  genres	  of	  music,	  whilst	  also	   prompting	   further	   investigation	   of	   socio-­‐cultural	   influences	   that	   determine	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how	   accepted	   ideals	   for	   HM	   production	   are	   shaped,	   other	   than	   by	   the	   use	   of	  technology.	  	  Turner’s	   (2009)	   examination	   of	   the	   work	   of	   Andy	   Sneap	   presents	   HM	  production	  methods	  as	  a	  reflection	  of	  its	  sonic	  attributes,	  namely	  extremity.	  This	  article	  sets	  up	  Sneap	  as	  a	  leading	  producer	  in	  the	  field	  of	  HM	  production,	  which	  in	  itself	   cannot	   be	   argued	   when	   studying	   Sneap’s	   production	   discography.78	  The	  constraints	  of	  the	  article,	  and	  one	  that	  would	  be	  beneficial	  if	  rectified,	  is	  the	  lack	  of	  the	  comparison	  between	  other	  producer’s	  production	  methods.	  This	  is	  something	  that	   the	   sample	   of	   this	   research	   does	   attend	   to	   but	   is	   not	   the	   main	   focus.	  Extremity	  is	  identified	  as	  one	  of	  the	  GSPAs;	  at	  least	  as	  one	  of	  the	  outcomes	  of	  this	  study.	  For	  Turner	  it	  seems	  that	  the	  concept	  of	  an	  accepted	  ideal,	  is	  inherent	  in	  the	  work	  of	  Sneap.	  Like	  Taylor’s	  (2001)	  view	  that	  technology	  verifies	  success,	  here	  it	  is	   implied	   that	   Sneap’s	  methods,	   a	   technological	   domain	   if	   you	  will,	   indicate	   an	  ideal	   HM	   production.	   However,	   the	   focus	   on	   a	   singular	   aesthetic,	   albeit	   as	   a	  manifestation	   of	   a	   combination	   of	   production	   techniques,	   does	   not	   lead	   to	   any	  conclusion	   of	   how	   this	   has	   changed	   over	   time,	   or	   changed	   in	   relation	   to	  technology.	  	  For	  Reyes	  (2008)	  a	  crucial	  part	  of	  HM	  production	  is	  power,	  which	  is	  often	  associated	   with	   volume.	   The	   GSPAs	   that	   the	   participants	   revealed	   suggested,	  impact,	  and	  energy,	  were	  key	  and	  obvious	  links	  can	  be	  drawn	  to	  how	  impact	  and	  energy	  both	  relate	   to	  audible	  power.	  Whilst	  only	  one	  of	  Reye’s	  chapters	   focuses	  on	  HM	  explicitly,	  the	  overarching	  theme	  of	  heavy	  music	  in	  his	  thesis	  supports	  the	  concept	  of	  accepted	  ideals	  for	  specific	  genres	  and	  how	  their	  recorded	  artefacts	  are	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
78	  http://www.allmusic.com/artist/andy-­‐sneap-­‐mn0000048068/credits	  [online]	  accessed	  18/06/2015	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produced.	   Williams	   (2015)	   also	   deconstructs	   the	   idea	   of	   specific	   production	  aesthetics	  and	  their	  replicated	  use:	  
Yet	   the	   subtly	   changing	   timbral	   characteristics,	   particularly	   related	   to	   the	   use	   of	  distortion	  on	  bass	  guitar,	  spectral	  brightness	  and	  ‘heaviness’	  in	  guitar,	  and	  drum	  triggered	  sub-­‐bass	   frequencies	   in	   kick-­‐drum	   sound	   replacement,	   are	   less	   often	   addressed.	  Nonetheless,	  a	  small	  selection	  of	  acoustic	  analyses	  shows	  that	  these	  techniques	  are	  both	  commonly	   used	   and	   identifiable	   by	   their	   acoustic	   ‘fingerprints’	   in	   current	   metal	  productions.	  (p.	  63)	  The	  concept	  of	  acoustic	  fingerprints	  parallels	  the	  accepted	  ideals	  as	  suggested	  by	  this	   research.	   	   William’s	   approach	   is	   routed	   in	   psychoacoustic	   analysis	   that	  contrasts	  with	  the	  phenomenological	  approach	  that	  this	  research	  has	  undertaken.	  However,	   accepted	   ideals,	   affirmed	   by	   the	   participants	   of	   this	   study,	   are	  supported	  by	  the	  psychoacoustic	  analysis	  of	  replicated	  timbre	  in	  HM	  production.	  	  Accepted	   ideals	  manifest	   as	   a	   result	   of	   anticipated	   and	   potential	   uses	   of	  technology	   within	   HM	   record	   production.	   Influenced	   by	   developing	   technology	  and	  pressures	  from	  the	  recording	  industry	  the	  concept	  is	  supported	  in	  the	  current	  literature	  surrounding	  HM	  production.	  There	  seems	  to	  be	  an	  underlying	  concern	  that	  the	  participants	  of	  this	  study	  equate	  to	  achieving	  these	  accepted	  ideals;	  ideals	  that	   suggest	   a	   standard	   for	   HM	   production,	   supported	   by	   the	   literature	   that	  outlines	   a	   production	   methodology,	   whilst	   the	   notion	   of	   these	   ideals	   being	  accepted	  is	  conveyed	  by	  the	  underlying	  concern	  of	  the	  participants.	  	  	  
6.3 GSPA	  as	  Compromise	  The	  existence	  of	  the	  HM	  GSPA	  above	  motivated	  the	  construction	  of	  the	  concept	  of	  accepted	   ideals.	   This	   takes	   the	   production	   methodology	   outlined	   by	   Mynett	  (2013),	   Reyes	   (2008),	   and	   Turner	   (2009)	   and	   suggests	   that	   the	   production	   of	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recorded	  HM	  music	  has	  a	  number	  of	   factors	  that	   influence	   its	  sonic	  aesthetic,	   in	  addition	  to:	  intelligibility;	  extremity	  within	  production;	  and	  subcultural	  influence.	  	  As	   well	   as	   the	   participant	   identified	   GSPAs	   for	   HM	  music	   adding	   to	   the	  understanding	   of	   the	   production	   of	   HM,	   the	   participants	   also	   suggest	   that	   HM	  production	   is	   partly	   an	   exercise	   in	   compromise.	   Energy,	   not	   always	   as	   an	  expression	   of	   acoustic	   properties,	   is	   linked	   to	   the	   expectations	   surrounding	  performance	  capture,	  the	  live-­‐ness	  of	  a	  recording,	  and	  the	  subjective	  perfection	  of	  a	   HM	   recording.	   It	   could	   be	   that	   semantic	   issues	   cause	   this	   compromise;	   for	  instance,	  the	  experience	  of	  capturing	  a	  HM	  performance.	  Performance	  suggests	  a	  singular,	   live,	   event	   that	   could	   not	   be	   recreated,	   re-­‐performed	   if	   you	   will,	   in	  exactly	   the	   same	   way	   ever	   again.	   However,	   HM	   production	   employs	   such	  precision	   that	   it	   removes	   the	   variables	   that	   seemingly	   define	   performance.	   If	   a	  drum	  performance	   is	   edited	   to	   fit	   exactly	  within	   a	   fixed	   tempo	  quantise	   grid,	   it	  may	   be	   a	   perfect	   musical	   artefact	   but	   is	   it	   a	   truthful	   representation	   of	   the	  drummer’s	   performance?	   Here	   is	   the	   first	   suggested	   compromise:	   HM	  productions	  can	  either	  be	  an	  authentic	  exercise	  in	  capturing	  the	  performance	  of	  a	  group	  of	  musicians	  (multi-­‐track	  technology	  is	  an	  issue	  here	  as	  it	  separates	  a	  live	  performance	   into	   its	   constituent	   parts)	   or	   they	   can	   be	   a	   representation	   of	   a	  performance	   that	   fits	   into	   the	   accepted	   ideals	   of	   a	   typified	   modern	   HM	  production.	  Seemingly	  energy	  can	  be	  created	  by	  both	  of	  these	  methods,	   it	   is	   just	  expressed	  in	  different	  ways.	  The	   same	   could	   be	   said	   for	   impact.	   Creating	   impact	   within	   a	   HM	  production	  is	  part	  of	  the	  process	  of	  recording	  and	  mixing,	  whilst	  simultaneously	  being	   a	   musical	   device.	   Participants	   described	   it	   as	   ‘the	   sound	   we	   should	   be	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hearing’	   (DC)	   or	   the	   way	   HM	   music	   should	   ‘jump	   out	   of	   the	   speakers’	   or	   ‘be	  aggressive’	  (OC).	  As	  with	  performance,	  and	  consequently	  precision,	  impact	  could	  be	   created	   through	   capturing	   a	   live	   performance	   or	   enhancing	   a	   performance	  through	   technological	   processes;	   something	   will	   be	   compromised	   each	   time.	  Ultimately	   this	   compromise	   seems	   to	   be	   about	   a	   representation	   of	   authenticity,	  whilst	   it	   also	   relates	   directly	   to	  Mynett’s	   (2013)	   intelligibility.	   An	   unprocessed,	  un-­‐intelligible	   recording	  could	  provide	  as	  much	   impact	  as	  one	   that	   is	  processed	  and	  edited	  to	  the	  nth,	  intelligible	  degree.	  	  RR	  stated	  that	  he	  does	  not	  make	  ‘perfect	  records’	  as	  they	  do	  not	  excite	  him;	  it	   is	   assumed	   that	   to	  achieve	   the	  GSPAs	  he	   finds	  authentic,	  or	  exciting,	   a	   record	  cannot	  be	  an	  exercise	  in	  precision	  or	  acute	  production	  processing.	  Perhaps	  this	  is	  not	   so	   much	   a	   compromise,	   for	   RR,	   as	   a	   realisation	   that	   having	   a	   specific	  production	  methodology,	  which	  extends	  to	  the	  use	  of	  technology,	  only	  adds	  to	  the	  problem	   of	   homogeny	   within	   HM	   production;	   the	   concept	   of	   replication.	   Of	  course,	   to	   return	   to	   the	   idea	   that	  GSPAs	   are	   affected	  by	   semantics,	   RR’s	   idea	   of	  excitement	  may	  be	  different	  to	  another	  HM	  producer.	  The	  idea	  of	  excitement	  and	  energy	   extends	   to	   OC’s	   view	   that	   the	   emotional	   content	   of	   HM	   is	   often	  compromised	  in	  the	  same	  way:	  
OC:	   I	  think	  sometimes	  the	  technology	  has	  reduced	  the	  emotion	  level,	  for	  the	  sake	  of	  tightness.	  It	  comes	  down	  to	  finding	  the	  ethical	  point.	  Extremity	   within	   HM	   production	   provides	   quite	   a	   clear	   example	   of	  compromise.	   As	   a	   product	   of	   the	   GSPAs	   identified	   in	   5.1,	   extremity	   forces	   HM	  production	   to	   be	   less	   concerned	   with	   subtleties	   and	   shifts	   its	   focus	   towards	  explicit	   sonic	   aesthetics.	   The	   compromise	   lies	   in	   the	   idea	   of	   the	   production	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methodology	  that	  is	  potentially	  ascribed	  to,	  and	  equally	  criticised,	  by	  some	  of	  the	  participants.	   For	   example,	   the	   sound	   of	   the	   kick	   drum;	   extreme	   production	  methods	   must	   be	   used	   to	   achieve	   the	   expectations	   held	   for	   a	   HM	   recording	  (Turner,	   2009).	   However,	   as	   a	   result,	   every	   other	   sonic	   component	   in	   the	   mix	  must	   then	   be	   treated	   equally	   as	   extremely.	   This	   is	   also	   a	   further	   signifier	   of	  Mynett’s	  intelligibility:	  
Furthermore,	  when	  additional	  spectral	  information,	  in	  the	  form	  of	  high	  frequency	  energy,	  is	   introduced	  to	  guitars’	   timbres,	   they	  are	  perceived	  as	  heavier	  (Berger	  and	  Fales,	  2005,	  pp.193-­‐194).	  In	  order	  for	  the	  other	  instrumentation	  to	  punch	  through,	  and	  be	  perceived	  as	  within	  the	  same	  context	  of,	  this	  ‘sonic	  wall’	  (Turner,	  2009)	  of	  extremely	  bright	  rhythm	  guitars,	   heightened	   high	   frequency	   content	   is	   normally	   required	   for	  much	   of	   the	   other	  instrumentation.	  (2013,	  p.45)	  Here	  the	  example	  of	  distortion,	  and	  the	  resultant	  audible	  effect,	  is	  a	  clear	  indicator	  that	  achieving	  the	  desired	  GSPA	  is	  a	  product	  of	  compromise	  with	  the	  rest	  of	  the	  mix.	  	   This	  resultant	  effect	  of	  striving	  for	  specific	  production	  aesthetics	  has	  led	  to	  the	  supposed	  existence	  of	  a	  HM	  production	  methodology.	  This	  methodology	  can	  only	   be	   put	   into	   practise	   if	   those	   using	   it	   follow	   the	   accepted	   ideals	   of	   HM	  production.	   Striving	   for	   these	   production	   aesthetics	   and,	   more	   importantly,	  accepting	   the	   concept	  of	   idealism,	  highlights	  how	   technology	  has	   influenced	   the	  GSPA	  of	  HM	  music,	  as	  well	  as	  developing	  alongside	  these	  aesthetics.	  Compromise	  seems	  to	  follow	  suit:	  compromising	  performance,	  live-­‐ness,	  and	  decision-­‐making.	  OC	  explores	  the	  act	  of	  compromise:	  
OC:	   Metal	  for	  example,	  metal	  guitars,	  you	  do	  have	  to	  make	  them	  sound	  of	  the	  ilk,	  what	   everyone	   else	   does.	   The	   kick	   drum	   does	   have	   to	   be	   a	   certain	  way,	   […]	   no	   one	  wants	   to	   admit	   that,	   no	   one	  wants	   to	   say	   that’s	   there	  because	  it	  implies	  limitation	  on	  what	  you	  can	  do	  and	  your	  hands	  are	  tied.	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HM	  producers	  have	  a	  decision	   to	  make	  as	   to	  how	  they	  use	   technology,	  which	   is	  influenced	   by	   the	   technological	   developments	   that	   support,	   and	   improve,	   their	  workflow,	  and	  how	   to	   remain	   truthful	   to	   their	  own	  understanding	  of	  HM	  GSPA.	  Accepted	   ideals	  support	  a	   ‘normalised’	  view	  as	  per	  Taylor	   (2010)	   that	  works	   to	  please	  others,	  industry,	  and	  to	  keep	  HM	  records	  sounding	  ‘of	  the	  ilk’	  (OC).	  	  
6.4 What	  Does	  Technology	  Mean	  to	  Recorded	  HM	  music?	  The	  emergent	  themes	  have	  been	  explored	  in	  relation	  to	  the	  existing	  literature,	  the	  resultant	  idealism	  that	  could	  be	  caused	  by	  their	  existence,	  and	  the	  compromises	  that	  are	  made	   to	   facilitate	   recorded	  HM	  music.	  Compromise	   informs	  part	  of	   the	  discussion	  of	  technological	  theories	  below,	  allowing	  this	  section	  to	  reach	  towards	  understanding	   the	   interpretations	   of	   the	   relationship	   between	   technology	   and	  recorded	  HM	  music.	  This	  section	  deals	  directly	  with	  the	  technological	  philosophy	  explored	  much	  earlier	  in	  this	  thesis	  and	  how	  these	  philosophies	  resonate	  within	  the	  participant’s	  experiences.	  Each	   participant	   was	   asked	   the	   following	   question:	   What	   is	   the	  relationship	   between	   Heavy	   Metal	   and	   Technology?	   Including	   this	   question	  allowed	   participants	   to	   develop	   their	   own	   interpretations	   of	   experience	   with	  technology,	  specific	  to	  HM	  production.	  It	  also	  allows	  the	  interpretations	  made	  by	  the	   research	   to	   return	   to	   the	   literature	   explored	   in	   chapter	   1.	   Each	   response	   is	  discussed	   here	   and	   deconstructed	   with	   the	   technological	   theories,	   which	   were	  discussed	  earlier,	  in	  mind.	  	  Romesh	  Dodangoda	  links	  HM	  to	  technology	  as	  part	  of	  a	  hobbyist	  trend:	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I:	   What	  is	  the	  relationship	  between	  Heavy	  Metal	  and	  Technology?	  	  RD:	  	   I	  would	  say	  that	  technology	  is	  playing	  a	  big	  part	  right	  now,	  in	  the	  sense	  that,	  for	  example,	  a	  lot	  of	  the	  heavy	  guitarists	  are	  using	  a	  thing	  called	  Axe	  FX	  which	  is	  a	  guitar	  modeling	  thing	  and	  you	  can	  dial	  in	  really	  good	  heavy	  sounds	  and	  take	  that	  on	  […]	  There’s	  not	  a	  lot	  of	  metal	  players	  now	  who	  are	  taking	  their	  old	  amps.	  A	  lot	  of	  them	  are	  using	  this	  new	  technology.	  I	  think	  the	  metal	  scene	  in	  particular	  has	  […]	  always	  had	  a	  strong	  group	  of	  people	  who	   love	  recording	  at	  home.	  A	   lot	  of	  people	  who	  are	   into	  metal	  tend	  to	  have	  […]	  their	  own	  setup	  at	  home	  and	  they	  use	  the	  technology	  to	  do	   their	   metal	   tracks.	   I	   think	   especially	   with	   things	   like	   Superior	  Drummer	  and	  software	  packages,	   a	   lot	  of	  metal	  people	  are	  using	   them.	  […]	   There	   is	   also	   the	   other	   side	   of	   it	  where,	   HM	   is	  HM	   you	   know,	   it	   is	  essentially	  drums	  bass	  and	  guitars	  loud.	  I	  don’t	  think	  it’s	  shaped,	  I	  don’t	  think	  it’s	  changed	  the	  way	  it	  sounds	  but	  I	   think	  the	  way	  people	  make	  it	  maybe;	  technology	  has	  played	  a	  part	  in	  it.	  I:	  	   Do	  you	  think	   that’s	   the	  same	  with	  other	  genres?	  Considering	  where	  we	  are	  now	  with	  technology.	  RD:	  	   Pop	  music	  is	  very	  reliant	  on	  technology.	  It’s	  the	  keyboards	  and	  the	  latest	  synth	  sounds,	  stuff	  like	  that,	  it’s	  a	  big	  part	  of	  finding	  a	  new	  sound	  I	  guess.	  I	  think	  it’s	  a	  big	  part	  of	  their	  sound.	  But	  you	  know,	  rock	  music	  and	  HM	  is	  essentially	   guitars,	   drums	   and	   bass	   and	   that	   hasn’t	   been	   changed	   for	  years	   and	   I	   don’t	   think	   it	   ever	   will.	   It	   works	   that	   way	   and	   that’s	   how	  people	  want	  to	  hear	  it.	  I:	  	   Do	  you	  think	  that’s	  reflected	  in	  your	  production?	  RD:	  	   Yeah,	  I	  knew	  you	  were	  going	  to	  ask	  that.	  That’s	  it,	  that’s	  all	  you	  need.	  Whilst	   RD	   suggests	   that	   HM	   has	   always	   embraced	   technology,	   mainly	  through	   instrument	   technology,	   he	   also	   links	   HM	  musicians	   to	   home	   recording	  developments.	  However,	   it	   is	  noticeable	   that	  RD	  does	  not	  believe	  that	  recording	  technology	   is	   an	   essential	   component	   for	  making	  HM	  music.	   For	   RD,	  HM	   is	   the	  composition	   of	   instrumentation	   and	   volume;	   technological	   development	   is	   the	  catalyst	  for	  changing	  the	  ways	  people	  make	  HM	  music,	  not	  what	  HM	  music	  is.	  This	  could	  suggest	  substantivism	  and	  that	  technology	  causes	  the	  user	  to	  succumb	  to	  a	  different	   ‘way	   of	   life’	   (Feenburg,	   2002,	   p.7).	   Feenburg’s	   ‘fast-­‐food’	   (2002,	   p.7)	  analogy	  suggests	  that	  technology	  is	  never	  claimed	  to	  have	  changed	  a	  culture	  but	  facilitates	  a	  new	  ‘tech-­‐based’	  way	  of	  life.	  RD’s	  response	  affirms	  that	  HM	  has	  gone	  through	  some	  form	  of	  evolution	  in	  the	  way	  that	   it	   is	  made,	  not	  necessarily	   in	  its	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sonic	  aesthetics,	  which	  is	  more	  or	  less	  true.	  The	  GSPA	  identified	  by	  this	  research	  could	  be	  applied	  to	  early	  HM	  records	  from	  the	  1970s	  to	  the	  present	  day,	  but	  the	  production	  methodologies	  explored	  by	  the	   likes	  of	  Mynett	  (2013),	  Reyes	  (2008)	  and	  Turner	  (2009)	  either	  apply	  to:	  modern	  HM	  production	  (post	  2003	  in	  the	  case	  of	  Mynett,	  2013);	  specific	  subgenres	  of	  HM;	  or	  the	  work	  of	  one	  singular	  producer.	  These	   methodological	   studies	   do	   not	   identify	   the	   transformations	   that	  technological	  development	  affords.	   In	  essence,	  RD	  suggests	  HM	   is	  still	  musically	  the	  same	  as	  it	  always	  has	  been;	  technology	  has	  simply	  changed	  how	  it	  is	  made.	  	  As	   an	   example	   of	   substantivism,	   RD	   stands	   alone.	   The	   remaining	  participants	   suggest	   that	   the	   relationship	  between	  HM	  and	   technology	   falls	   into	  instrumental	   theory.	   For	   ME,	   technology	   is	   purely	   an	   enabler;	   technology	  facilitates	  making	  HM	  recordings.	  There	  is	  no	  indication	  of	  a	  special	  relationship	  between	  HM	  and	   technology,	   but	   it	   is	   clear	   that	  ME	   supports	  music	   technology	  acting	  as	  part	  of	  an	  instrumental	  philosophy:	  
ME:	  	   I	  just	  think	  it’s	  an	  enabler.	  Its	  there	  to	  allow	  you	  to	  do	  the	  job	  of	  making	  great	  music	   and	   that	   comes	   from	   recording	   systems,	   amps,	   guitars	   you	  know.	  Does	  the	  guitar	  do	  the	   job	  you	  want	   it	   to	  do?	  Yeah	  I	   think	   it’s	  an	  enabler.	  You	  couldn’t	  do	  HM	  without	  technology.	  RR	  suggests	  that	  technology	  and	  HM	  rely	  upon	  each	  other	  and	  that	  technological	  development	  is	  purely	  related	  to	  efficiency:	  
RR:	   I	   think	  a	   lot	  of	  Metal	  has	  been	  born	  directly	   from	  the	  breakthroughs	   in	  technology	   and	   a	   lot	   of	   the	   technology	   has	   been	   inspired	   by	   the	  developments	   in	   HM.	   They	   go	   hand	   in	   hand	   now	   and	   I	   think	   that	  relationship	   will	   continue.	   The	   reason	   why	   you’ve	   got	   programs	   that	  trigger	  drums	  is	  because	  people	  were	  doing	  it	  and	  wanted	  to	  do	  it	  easier.	  The	  reason	  why	  you’ve	  got	  so	  many	  bands	  that	  use	  triggered	  drums	  now	  is	  because	  it’s	  so	  easy	  to	  do.	  So	  its	  just	  one	  perpetuates	  the	  other.	  Instrumentalist	   theory	   is	   based	   on	   the	   assumption	   that	   technology	   is	   a	   tool	  developed	  for	  purpose	  by	  the	  user.	  It	  also	  highlights	  that	  there	  is	  often	  a	  tension	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between	  efficiency,	  being	  the	  main	  motivation	  for	  technological	  development,	  and	  ideological	  variables.	  For	  RR	  the	  tension	  is	  found	  in	  the	  relationship	  between	  the	  technological	   developments	   that	   have	  made	   producing	   the	   genre	  more	   efficient	  (drum	  triggering	  in	  this	  example)	  and	  the	  resultant	  homogeny	  this	  has	  created.	  	  TA	  also	  highlights	  that	  technology	  has	  made	  recording	  music,	  not	  just	  HM,	  easier:	  
TA:	   That’s	  an	   interesting	  question.	   I	  don’t	   really	  know	  the	  answer	   to	   that.	   I	  don’t	  suppose	  it’s	  any	  different	  than	  the	  relationship	  between	  technology	  and	  any	  music.	  It’s	  the	  ease	  of	  recording	  it,	  the	  technology	  really.	  I	  don’t	  think	   there	   is	   a	   particular	   relationship	   between	   technology	   and	   HM.	  There	   might	   be	   others	   that	   have	   a	   particularly	   strong	   view	   about	   a	  particular	  element	  of	  working	  with	  Pro	  Tools,	  and	  one	  thing	  or	  another,	  that’s	  relevant	  to	  HM,	  but	  I	  think	  its	  relevant	  to	  all	  music.	  Music	  is	  easier	  to	  record	  now.	  TA	  does	  not	  believe	  there	  to	  be	  a	  significant	  relationship	  between	  HM	  music	  and	  technology;	  he	  emphasises	  that	  any	  relationship	  would	  be	  applicable	  to	  all	  genres	  of	  music.	  Whilst	  this	  may	  be	  true,	  it	  is	  worth	  noting	  that	  TA	  has	  not	  been	  part	  of	  a	  full	  HM	  production	   since	   the	   late	   1980’s.	   The	   other	   participants	   are	   still	   active.	  However,	   TA	   does	   highlight	   the	   same	   issue	   as	   RR,	   that	   technology	   has	   made	  recording	  easier	  and	  more	  efficient.	  	  MF	   routes	   his	   thoughts	   on	   the	   relationship	   between	   HM	   music	   and	  technology	   in	   the	   tension	   between	   technology	   and	   performance.	   It	   has	   already	  been	  discussed	  that	  HM	  musicians	  are	  reacting	  to	  the	  ways	  in	  which	  technology	  is	  used,	   within	   recorded	   HM	   music,	   by	   changing,	   and	   improving,	   performance	  technique	  and	  skills.	  Efficiency	  comes	  at	  a	  price	  for	  performers	  who	  have	  to	  work	  harder	   to	   keep	   up	   with	   what	   the	   technology	   can	   do	   to	   improve	   recorded	  performances.	  MF	  focuses	  on	  drummers,	  perhaps	  as	  this	   is	  his	  main	  instrument,	  as	   a	   key	   example	  of	   the	   instrumental	   influence	  of	   technology	  on	  HM	  musicians.	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Below	   shows	   the	   extended	   conversation	   between	   interviewer	   and	   MF	   as	   an	  attempt	  to	  understand	  where	  exactly	  the	  idea	  of	  technology	  driving	  performances	  originates:	  
MF:	   Musicians	  get	  better;	  kids	  are	  like,	  fucking	  hell,	  that’s	  unbelievable.	  They	  are	  playing	  along	  to	  these	  records	  that	  have	  been	  edited	  the	  piss	  out	  of	  and	  they	  are	  playing	  like	  it.	  They	  are	  like	  16/17	  years	  old.	  	  I:	  	   So	   there	   is	   a	   loop.	   Technology	   allows	   us	   to	   do	   these	   things,	   but	   it	   is	  pushing	  people	  to	  make	  music	  that	  sounds	  more	  and	  more	  like	  that.	  	  MF:	  	   There	  literally	  is,	  kids	  that	  sound	  just	  like	  the	  record.	  You	  look	  at	  it	  on	  the	  grid	  and	  its	  quite	  frightening.	   Its	  only	  because	  they	  don’t	  know	  its	  been	  edited.	   They	   think	   that’s	   what	   that	   drummer	   is	   playing.	   They	   have	   no	  limits	  in	  their	  brain.	  	  I:	  	   Does	  any	  of	  that	  worry	  you?	  Is	  technology	  informing	  the	  performance?	  MF:	  	   Like	   I	   said,	   it	   can	   have	   the	   other	   effect.	   It	   spurs	   you	   to	   come	   up	   with	  things	  to	  fill	  in.	  To	  come	  up	  with	  something	  to	  make	  it	  sound	  interesting	  musically.	  Swings	  and	  roundabouts.	  For	   MF	   the	   influence	   of	   technology	   is	   more	   obvious	   post	   recording.	  Technologically	   enhanced	   recordings,	   which	   are	   now	   commonplace	   amongst	  modern	  HM	  productions,	  are	  influencing	  the	  next	  generation	  of	  HM	  musicians.	  	  Technological	   development	   has	   made	   producing	   HM	   more	   efficient	   and	  more	  precise	  in	  the	  case	  of	  drum	  performances.	  Drummers,	  to	  use	  MF’s	  example,	  now	  view	  these	   technologically	  enhanced	  performances,	  and	  the	  sonic	  result,	  as	  the	  standard	  and	  the	  accepted	  ideal.	  Efficiency	  now	  has	  a	  positive	  impact,	  pushing	  performances	   into	   superhuman	   territory.	   The	   negative	   side	   of	   this	   influence	   is	  that	  it	  drives	  expectations	  for	  HM	  records	  to	  be	  more	  precise	  and	  for	  technology	  to	  be	  used	  for	  more	  acute	  processing,	  and	  often	  simply	  used	  more.	  OC	  discusses	  the	  impact	  expectations	  have	  on	  recording	  HM	  music:	  
OC:	  	   I	  think	  technology	  is	  prevalent	  in	  [HM],	  I	  think	  its	  important.	  Urm,	  I	  think	  the	  expectation	  of	  the	  listener	  on	  heavy	  music	  is	  an	  expectation	  of	  one	  of	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clinical	  precision	  now.	   I	   think	   if	  you	  were	   to	  do	  a	  certain	   type	  of	  heavy	  band	   and	  not	   include	   the	   editing	   of	   tightness	  maybe	  people	  would	   feel	  cheated,	  feel	  like	  its	  not	  tight.	  The	  technology	  has	  made	  the	  performance	  element	   transcend	  what	  was	  acceptable,	  now	  has	  become	  unacceptable	  in	  some	  ways.	  OC	  reinforces	  precision	  as	  a	  key	  GSPA,	  whilst	  presenting	  the	  issues	  raised	  by	  MF,	  surrounding	   performance,	   as	   a	   result	   of	   technologically	   informed	   expectation.	  Ultimately,	  precision	  is	  a	  result	  of	  efficiency.	  Drum	  parts	  could	  be	  made	  precise	  so	  they	  were,	  in	  turn	  requiring	  HM	  drum	  performances	  to	  be	  more	  precise.	  This	  also	  highlights	  the	  importance	  of	  rhythmic	  synchronisation	  for	  the	  band	  more	  general,	  as	  explored	  by	  Mynett	  (2013,	  p.131).	  These	  performances	  could	  be	  made	  precise	  as	   a	   result	   of	   technological	   development	   searching	   for	   a	   more	   efficient	   way	   of	  making	   edits	   in	   audio.	   OC,	   throughout	   the	   discussion	   in	   chapter	   5,	   is	   a	   clear	  advocate	   for	   technology	   as	   part	   of	   an	   instrumental	   philosophy,	   suggesting	   that	  technology	  is	  a	  tool	  to	  be	  used	  in	  the	  way	  the	  user	  sees	  fit.	  DC	   links	   technological	   development,	   and	   the	   resultant	   efficiency,	   to	   the	  changing	   financial	   climate	   of	   making	   HM	   records.	   Technological	   development	  improved	  efficiency	  in	  the	  studio	  as	  a	  result	  of	  budgets	  to	  make	  records	  fading:	  
DC:	   You	  can	  do	  even	  more	  now,	  you	  can	  always	  do	  more.	  Technology	  is	  more	  powerful;	   there	  are	   things	   to	  help	   things	  sound	  better	   than	  before.	  So	   I	  think	  technology	  is	  helping	  people	  realise	  the	  music	  that	  is	  in	  their	  heads	  and	   which	   people	   with	   much	   bigger	   budgets	   can	   get.	   Almost	  democratizing	   production	   because	   the	   difference	   between	   a	   cheap	  record	  and	  a	  hugely	  stupidly	  expensive	  one	  in	  terms	  of	  the	  actual	  sound	  can	  now	  be	  quite	  small.	  For	   DC	   the	   relationship	   between	   HM	   and	   technology	   is	   again	   about	   improving	  how	   records	   are	   made,	   with	   an	   emphasis	   on	   budget.	   However,	   the	   tension	   is	  evident	   in	   how	   DC	   describes	   being	   able	   to	   ‘always	   do	   more’.	   Technological	  development	  has	  meant	  that	   there	   is	  now	  no	  clear	  and	  defined	  point	  at	  which	  a	  recording	  is	  finished;	  the	  producer	  must	  be	  able	  to	  make	  that	  decision.	  The	  locus	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of	   control	   over	   technology	   lies	  with	   the	   user	   and	   their	   interpretation	   of	   how	   it	  should	  be	  used.	  	  Compromise,	   within	   HM	   record	   production,	   is	   outlined	   through	   the	  tensions	   that	   achieving	   the	   GSPA	   cause.	   It	   seems	   that	   the	   majority	   of	   the	  participants	   are	   suggestive	   of	   an	   instrumental	   philosophy	   for	   the	   place	   of	  technology	   within	   HM	   record	   production.	   The	   focus	   on	   efficiency	   in	   the	  production	   process,	   for	   the	   participants,	   further	   suggests	   that	   technology	   is	  instrumental	  in	  music	  production.	  The	  participants	  want	  the	  technology	  to	  work	  in	  their	  favour,	  whether	  this	  is	  creatively,	  financially	  or	  by	  simply	  being	  reliable.	  	  Whilst	   instrumental	   theory	   supports	   the	   experiences	   of	   the	   participants,	  considering	   their	   relationship	   to	   music	   technology,	   it	   is	   worth	   returning	   to	  Feenburg’s	  (2002)	  fast	  food	  analogy:	  
The	   substitution	   of	   ‘fast	   food’	   for	   the	   traditional	   family	   dinner	   can	   serve	   as	   a	   humble	  illustration	   of	   the	   unintended	   cultural	   consequences	   of	   technology.	   The	   unity	   of	   the	  family,	  ritually	  reaffirmed	  each	  evening,	  no	  longer	  has	  a	  comparable	  locus	  of	  expression.	  No	  one	  claims	  that	  the	  rise	  of	  fast	  food	  actually	  causes	  the	  decline	  of	  the	  traditional	  family,	  but	  the	  correlation	  signifies	  the	  emergence	  of	  a	  new	  technology-­‐based	  way	  of	  life	  (p.7)	  The	  majority	  of	  the	  participants	  identify	  with	  compromises	  that	  they	  make	  when	  working	  with	  HM	  recordings,	  as	  well	  as	  suggesting	  ideological	  tensions.	  However,	  anticipation	  of	  particular	  technological	  process	  and	  how	  they	  influence	  recorded	  HM	  does	  suggest	  that	  HM	  production	  could	  have	  become	  autonomous	  in	  practise.	  When	   the	   participants	   discuss	   using	   particular	   methods	   because	   they	   know	   it	  works	  or	  it	  is	  what	  is	  expected	  of	  them,	  substantivism	  is	  implied.	  These	  theories	  re-­‐purpose	  the	  super-­‐ordinate	  themes.	   It	  can	  be	  read	  that	  the	  anticipated	  use	  of	  technology	   is	   indicative	   of	   a	   substantive	   view	   whilst	   the	   potential	   use	   of	  technology	   implies	   instrumentalism.	   The	   questioning	   nature	   of	   the	   participants	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towards	  technology	  and	  the	  investment	  that	  they	  make	  into	  technology	  so	  that	  it	  works	   in	  the	  way	  that	  they	  want	   it	   to	  presents	  positivity.	  The	  anticipated	  use	  of	  technology,	   and	   ultimately	   a	   substantive	   view,	   represents	   autonomy	   and	   the	  expectations	   that	   are	   put	   upon	   producers	   of	   HM	  music.	   Developing	   technology	  adds	   to	   the	   pressure,	   as	   it	   is	   developed	   to	   appease	   expectations.	   The	   tension	  between	   the	   differing	   uses	   of	   technologies	   is	   reflected	   in	   the	   two	   contrasting	  theories.	  	  Does	   technology	   act	   deterministically	   within	   HM	   record	   production?	   It	  could	  indeed	  be	  argued	  that	  technology	  brings	  about	  a	  social	  change	  and	  that	  the	  development	   of	   technology	   forces	   cultural	   transformation.	   The	   realisation	   for	  many	  of	  the	  participants	  that	  they	  felt	  expected	  to	  edit	  recordings	  in	  certain	  ways	  and	   comply	   with	   certain	   recorded	   aesthetics	   could	   be	   seen	   as	   technology	  influencing	  how	  HM	   listeners	  want	  HM	  to	  sound.	   It	   is	  questionable	  whether	   the	  participants	  would	  consider	  their	  work	  to	  be	  influenced	  in	  a	  deterministic	  fashion	  however.	  Determinism	  suggests	  that	  society	  has	  no	  control	  over	  the	  influence	  of	  technology,	  whereas	  the	  participants	  are	  aware	  of	  the	  influential	  factors	  and	  how	  to	  benefit	  from	  them.	  Whilst	  they	  often	  question	  the	  technology,	  and	  many	  felt	  a	  slight	   resentment	   for	   how	   it	   has	   been	   used	   (see	   MF’s	   comments	   on	   Rockfield	  
Studio	  earlier	  in	  this	  chapter),	  the	  participants	  did	  not	  consider	  the	  technology	  to	  determine	  their	  approach.	  	  The	  initial	  motivation	  for	  this	  research	  was,	  in	  part,	  drawn	  out	  of	  a	  concern	  that	   HM	   record	   production	   was	   coherent	   with	   a	   deterministic	   ontology.	   Early	  questions	   included:	   have	   music	   technologists	   lost	   sight	   of	   the	   role	   technology	  should	  play,	  or	  do	  they	  have	  foresight	  for	  music	  technology’s	  potential?	  It	  is	  clear	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that	  the	  participants	  of	  this	  study	  are,	  more	  often	  than	  not,	  in	  complete	  control	  of	  how	  technology	   influences	   them,	  and	   in	   turn,	  how	  technological	  development	   is	  shaping	   their	   experience	   of	   recording	  HM	  music.	   The	   participants	   of	   this	   study	  have	   revealed	   that	   a	   tension	   lies	   between	   the	   anticipated	   and	   potential	   uses	   of	  music	   technology,	   embodied	  by	   the	  production	   aesthetics	   they	  hope	   to	   achieve.	  By	   identifying	   this	   tension,	   the	   tension	   between	   substantive	   and	   instrumental	  technological	   theories	   is	   also	   highlighted.	   It	   would	   seem	   conclusive	   that	   the	  participants	   of	   this	   study	   should	   be	   considered	   to	   experience	   technology	   as	  instrumental,	   as	   a	   neutral	   tool;	   yet	   it	   is	   not	  wise	   to	   dismiss	   substantive	   theory	  when	  considering	  the	  pressures	  that	  are	  applied	  to	  the	  participants	  in	  the	  digital	  music	  production	  age.	  	  	  
6.5 Technological	  Development	  &	  Heavy	  Metal	  Production	  To	   answer	   the	   central	   research	   question	   it	   is	   necessary	   to	   refer	   back	   to	   the	  exploration	   of	   phenomenology.	   Creswell	   (2012)	   defines	   phenomenological	  research	  as	   identifying	   ‘the	  essence	  of	  human	  experiences	  about	  a	  phenomenon	  as	   described	   by	   the	   participants’	   (p.13).	   The	   phenomenon	   in	   question	   is	   the	  influence	   of	   technology	   over	   recorded	   HM	   music.	   This	   embraces	   social-­‐constructivism	  as	  the	  participants	  were	  asked	  to	   interpret	   their	  own	  experience	  of	   HM	   record	   production	   as	   a	   technologically,	   and	   socio-­‐culturally	   informed	  phenomena.	  	  To	  approach	  this,	  this	  study	  had	  three	  main	  aims:	  
• Identify	  the	  ways	  in	  which	  the	  sound	  of	  HM	  has	  changed,	  as	  experienced	  by	  the	  people	  who	  make	  it,	  with	  specific	  relation	  to	  music	  technology;	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• Understand	  the	  views	  of	  working	  producers	  and	  engineers	  to	  gain	  insight	  into	  the	  way	   in	  which	   recorded	  HM	   is	   produced,	  whether	   this	   has	   changed	   and	   suggest	  directions	  in	  which	  it	  my	  develop	  further;	  and	  
• Interpret	   lived	   experiences	   of	   working	   producers	   and	   engineers	   to	   deduce	   the	  influence	  technology	  has	  on	  record	  production.	  Throughout	  the	  analysis	  of	  the	  participant	  responses	  HM	  is	  identified	  as	  having	  a	  series	  of	  aesthetic	  attributes,	  GSPA.	  These	  aesthetics	  are	  key	  to	  understanding	  the	  role	   technology	   has	   played	   in	   shaping	   HM’s	   sound.	   As	   explored	   earlier	   in	   this	  chapter,	   current	   literature	   sets	   out	   the	   sonic	   attributes	   as	   part	   of	   a	   production	  methodology	   that	   defines	   the	   process	   of	   making	   a	   HM	   recording.	   This	   study	  argues	  that	  in	  addition	  to	  a	  production	  methodology,	  there	  are	  sonic	  phenomena	  that	  are	  both	  audible	  qualities,	  that	  can	  be	  physically	  measured,	  and	  that	  exist	  as	  constructions	   of	   personal	   and	   social	  meaning.	   Smith	   at	   al.	   (2009)	   suggests	   that	  these	  phenomena,	  and	  how	  we	  make	  sense	  of	   them,	  are	   linked	   to	  hermeneutics	  (p.2).	  	   	  
6.5.1 Multi-­‐tracking	  Heavy	  Metal	  The	  first	  key	  point	  to	  consider	  is	  a	  direct	  result	  of	  developing	  GSPA.	  Recorded	  HM	  music	  has	  been	  identified	  to	  have	  changed,	  not	  so	  much	  in	  audible	  qualities	   like	  timbre	  or	  musical	  attributes,	  but	  in	  the	  way	  it	  is	  made.	  Participants	  identified	  that	  there	  has	  been	  a	  monumental	  shift	  away	  from	  recording	  bands	  in	  a	  ‘live’	  fashion.79	  Recording	   HM	   is	   now	   a	   fragmented	   process	   and	   for	   the	   participants,	   this	   had	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
79	  Here	  the	  term	  ‘live’	  suggests	  recording	  a	  whole	  band	  at	  the	  same	  time.	  In	  1969	  Black	  Sabbath’s	  debut	  album	  was	  recorded	  in	  this	  way.	  	  
	  	  	   274	  
distinct	   advantages	   and	   disadvantages.80	  Chanan	   (1995)	   constructs	   the	   issue	   of	  fragmentation	  in	  multi-­‐track	  recording	  as	  the	  result	  of	  the	  development	  of	  multi-­‐track	  tape	  machines	  in	  the	  late	  1960s:	  
Before	  multi-­‐tracking,	  the	  objective	  was	  to	  do	  a	  series	  of	  takes	  until	  you	  had	  enough	  to	  be	  able	   to	   assemble	  a	  definitive	  version	  with	  editing,	  by	   splicing	   sections	  of	   each	   together.	  	  When	  multiple	   tracks	  are	   recorded	  on	   the	   same	   tape,	   it	   is	  no	   longer	   safe	   to	   splice	   it,	   so	  punching-­‐in	  takes	  over.	  By	  the	  same	  token,	  however,	  the	  essential	  activity	  of	  the	  musician,	  the	  performance	  of	  music,	  becomes	  more	  and	  more	  fragmented.	  (p.144)	  Multi-­‐tracking	  technology	  (in	  this	  instance	  -­‐	  analogue	  tape)	  changes	  the	  recording	  process.	  This	  development	  makes	  the	  process	  non-­‐linear,	  and	  this	  non-­‐linearity	  is	  increasingly	   evident	   in	   the	   processes	   that	   digital	   recording	   technology	   has	  afforded	  record	  producers.	  The	  production	  process,	  as	  suggested	  by	  the	  concept	  of	  accepted	  ideals,	  and	  the	  resultant	  compromise	  of	  genre	  specific	  production,	  is	  now	  unrecognisable	   from	  the	  straight	   to	  disk	  and	  wax	  cylinder	  recording	  of	   the	  early	   twentieth	   century.	   The	   development	   of	   this	   technology,	   and	   how	   this	   has	  influenced	   the	   participants	   of	   this	   study	   is	   evident	   in	   the	   two	   super-­‐ordinate	  themes	  that	  have	  emerged.	  	  As	  an	  indicator	  of	  how	  the	  development	  of	  multi-­‐track	  technology	  began	  to	  influence	  HM,	  TA	  indicated	  his	  excitement	  at	  being	  able	  to	  use	  two	  4-­‐track	  Studer	  analogue	  tape	  machines	  linked	  together	  to	  record	  with	  Black	  Sabbath.	  The	  use	  of	  the	   two	   tape	   machines	   allowed	   for	   stereo	   drum	   recording	   and	   double	   tracked	  guitars;	   the	   influence	   of	   which	   is	   undeniable.	   Throughout	   the	   interviews	   the	  developing	  nature	  of	  multi-­‐track	   technology	   is	  a	   focal	  point	   for	   the	  participants.	  DC	   suggests	   that	   the	   introduction	  of	  digital	   technology	  and	  what	   it	   could	  afford	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
80	  Fragmentation,	  in	  this	  case,	  is	  very	  different	  to	  the	  fragmentation	  laid	  out	  by	  Mynett	  (2012	  n.p.).	  Mynett’s	  fragmentation	  alludes	  to	  the	  specific	  sonic	  aesthetics	  of	  the	  various	  subgenres	  of	  HM	  music	  that	  have	  developed	  since	  1969.	  He	  suggests	  that	  this	  makes	  a	  global	  definition	  of	  the	  musical	  parameters	  of	  HM	  music	  very	  difficult.	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HM,	   allowed	   his	   productions	   to	   implement	   the	   signature	   aesthetics	   of	  Mynett’s	  (2013)	   production	  methodology	   from	   an	   early	   stage	   in	   his	   career.	   DC	   suggests	  that	   these	  aesthetics	  were	  already	   implemented	  before	  using	  digital	   technology,	  but	  technological	  development	  made	  sure	  they	  could	  be	  more	  easily	  achieved:	  
DC:	   The	   editing	   on	   Pro	   Tools	   was	   just	   enabling	   us,	   I	   think,	   to	   do	  what	   we	  were	  doing	  much	  much	  quicker.	  That	  was	  the	  main	  thing.	  In	  that	  sense	  it	  was	  a	  big	  jump,	  but	  it	  was	  an	  evolutionary	  thing	  in	  the	  direction	  we	  were	  already	  going.	  The	  non-­‐linear	  nature	  of	  digital	  recording	  technology	  is	  also	  highlighted:	  
DC:	   I	  suppose	  you	  can	  use	  Pro	  Tools	  in	  any	  direction	  you	  want.	  	  Whilst	  the	  development	  of	  recording	  technology	  from	  a	  linear	  to	  non-­‐process	  may	  be	   a	   fairly	   obvious	   observation,	   and	   has	   been	   documented	   by	   many	   authors	  (notably	   Chanan,	   1995;	   Katz,	   2010;	   and	   Horning,	   2004)	   it	   has	   particular	  ramifications	  for	  recorded	  HM	  music.	  	  	  
6.5.2 Fragmented	  Heavy	  Metal	  Fragmentation,	  caused	  by	  the	  development	  of	  technology,	  has	  led	  to	  recorded	  HM	  music	   no	   longer	   being	   a	   representation	   of	   the	   live	   music	   phenomena.	   The	  participants	   are	   inconclusive	   of	   whether	   or	   not	   this	   has	   affected	   recorded	   HM	  music	   in	  a	  positive	  or	  negative	  way.	  DC	  suggests	   that	  recorded	  HM	  music	   is	   the	  ‘definitive’	  version,	  echoing	  Chanan	  (1993);	  MF	  mourns	  not	  being	  able	  to	  record	  HM	  bands	  live	  due	  to	  the	  expectations	  placed	  upon	  the	  process	  by	  budget,	  ideals,	  and	   industry;	   ME	   has	   embraced	   fragmentation	   allowing	   him	   to	   work	   remotely	  and	   in	   untraditional	   recording	   spaces,	   as	   well	   as	   having	   no	   restrictions	   to	   the	  amount	   of	   recordings	  made;	  RR	   is	   determined	   to	  make	   fragmentation	  work	   for	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him,	  sticking	   to	  what	  would	  could	  be	  called	  a	   traditional	  approach	  to	  recording,	  whilst	   embracing	   the	   opportunity	   to	   use	   different	   techniques	   and	  methods	   for	  each	   artist	   he	   works	   with;	   OC	   suggests	   that	   the	   GSPA	   that	   are	   essential	   for	  modern	   HM	   production	   can	   only	   be	   achieved	   by	   such	   fragmentation	   and	   the	  technicality	   it	   affords;	  RD	  uses	   the	   fragmented	  process	   to	  make	   sure	   that	   every	  individual	  element	  exudes	  the	  audible	  aesthetics	  that	  define	  his	  approach,	  namely	  energy	  and	  excitement;	  and	  TA	  acknowledges	  that	  fragmentation	  has	  changed	  the	  industry	   he	   knew	  whilst	   recording	   from	   the	   1960s	   through	   to	   the	   early	   1990s.	  These	  differing	  views	  of	  fragmentation	  suggest,	  importantly,	  that	  each	  participant	  uses	   recording	   technology	   in	   very	   different	   ways,	   but	   always	   as	   a	   tool.	  Fragmentation	   supports	   instrumentalism	   within	   HM	   production	   processes	   and	  has	  led	  to	  the	  changing	  relationship	  recorded	  HM	  has	  with	  performed	  HM	  music.	  	  Fragmentation	   also	   suggests	   links	   with	   Eisenberg’s	   plurality	   concepts	  (2005,	  p.186).	  Eisenberg	  suggests	  that	  there	  is	  a	  beauty	  in	  the	  art	  of	  phonography.	  It	   captures	   musical	   performances,	   often	   from	   instruments	   that	   are	   ‘bitches	   to	  play’	   (p.186),	   and	   permanently	   documents	   them	   for	   repeated	   enjoyment.	   This	  idea	   of	   capturing	   recordings,	   through	   instrumentalism,	   further	   supports	   music	  technology	  as	  a	  tool,	   it	   is	  simply	  a	  tool	  attached	  to	  plurality	  that	  allows	  multiple	  results.	  There	  are	  two	  points	  to	  be	  made	  here;	  firstly,	  Eisenberg,	  who	  mainly	  deals	  with	   the	   cultural	   appropriations	   of	   analogue	   recordings,	   presents	   the	   problem	  that	   technological	   fragmentation	   of	   the	   music	   production	   process	   may	   have	  caused	  producers	  and	  music	  makers	  to	  have	  lost	  sight	  of	  the	  how	  to	  make	  music	  in	  a	   technologically	  driven	  environment.	  Put	   simply,	   technology	   (as	  a	   tool)	  now	  affords	  so	  many	  options	  that	  it	  is	  unclear	  what	  the	  tools	  are	  in	  some	  cases.	  More	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accurately	  it	  may	  be	  unclear	  how	  the	  tools	  should	  be	  used,	  neutrality	  is	  removed;	  our	   experience	   of	   using	   the	   tools	   changes.	   Eisenberg	   writes,	   considering	   how	  technological	  development	  has	  influenced	  the	  robotic	  production	  line:	  
[The	  robot]	  was	  the	  pipe	  dream	  of	  the	  master,	  the	  nightmare	  of	  the	  slave.	  Then	  it	  began	  to	  haunt	   the	  master	   (make	   your	   tools	   too	   sharp	   and	   they	  may	   turn	   on	   you)	   and	   secretly	  comfort	  the	  slave,	  who	  might	  soon	  have	  his	  own	  slave.	  (p.189)	  Whilst	   this	   dystopian	   image	   may	   seem	   bleak,	   it	   rings	   true	   for	   some	   of	   the	  outcomes	   of	   this	   research.	   Development	   of	   music	   technology	   to	   increase	  efficiency,	  and	  improve	  audio	  quality,	  certainly	  embodies	  sharpening,	  whilst	  those	  who	  make	  music	  are	  ultimately	  slaves	  to	  the	  affordances	  of	  music	  technology.	  As	  technology	  becomes	  more	  democratised	  and	  recording	  HM	  is	  available	  to	  all,	  the	  tools	   that	   have	   improved	   the	   sonic	   results	   and	   efficiency	   of	   professional	  music	  producers	  have	  begun	  to	  make	  recording	  HM	  less	  exclusive	  and	  affordable.	  It	  also	  supports	   the	   concept	   of	   accepted	   ideals,	   an	   act	   of	   compliance	   with	   certain	  aesthetics,	  and	  the	  producers	  of	  these	  records	  to	  comply	  for	  fear	  of	  falling	  short.	  	  For	   all	   of	   the	   innovative	  products	   that	  have	  been	   integral	   is	   shaping	  HM	  music,	  could	  it	  be	  that	  recorded	  HM	  music	  has	  been	  pushed	  to	  its	  limit	  aesthetically.	  This	  would	  certainly	  support	  the	  homogeny	  that	  the	  participants	  suggest	  and	  perhaps	  why	  they	  question	  the	  role	  of	  technology	  in	  their	  approach,	  the	  how	  to	  use	  it.	  	  The	   second	   issue	   that	   Eisenberg’s	   fragmentation	   theory	   causes	   is	   the	  influence	   of	   technology	   on	   performance	   practise.	   Throughout	   this	   thesis	  performance	  practise	  has	  been	  a	  subtext	  to	  the	  influence	  of	  technology.	  Through	  the	   exploration	   of	   the	   themes	   highlighted	   by	   the	   participants,	   and	   the	  juxtaposition	   caused	   by	   the	   two	   superordinate	   themes,	   it	   is	   clear	   that	  consideration	   for	   performance	   practise	   is	   an	   integral	   part	   of	   the	   result	   of	   this	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thesis.	   Fragmentation,	   as	   a	   direct	   result	   of	   the	   development	   of	   recording	  technology,	  has	  allowed	  HM	  producers	   to	  achieve	   the	  GSPA	   that	  are	  outlined	  as	  part	   of	   this	   thesis,	   and	   suggested	   by	   the	   production	   methodologies	   of	   Mynett	  (2013),	   Reyes	   (2008)	   and	   Turner	   (2009).	   To	   capture,	   and	   improve	   how	   they	  capture,	   the	   GSPA	   of	   recorded	   HM	   producers	   have	   had	   to	   embrace	   certain	  technologies.	  By	  exploring	  how	  GSPAs	  cause	  compromise	  it	   is	  evident	  that	  these	  aesthetics	   are	   part	   of	   the	   ethical	   dilemma	   faced	   by	   HM	   producers.	   This	   is	  highlighted	   by	   the	   potential	   use	   of	   technology,	   more	   acutely	   through	   the	  technological	   dichotomies	   producers	   face.	  RR	   suggested	   that	   producing	  HM	  has	  become	  a	  ‘technical	  exercise’	  and	  is	  no	  longer	  about	  capturing	  the	  essence	  of	  the	  artist	  in	  the	  room.	  Similarly,	  OC	  acknowledged	  that	  he	  feels	  that	  HM	  records	  must	  sound	  of	  the	  ‘ilk’,	  they	  must	  compete	  with	  other	  recordings.	  	  	  
6.5.3 Technological	  Performances	  The	  affordances	  of	  multi-­‐track	   technology	  promote	   the	  above	   concepts	  but	   as	   a	  result	  of	  efficiency	  and	  the	  level	  of	  detail	  at	  which	  music	  can	  be	  produced.	  There	  is	  a	   resulting	   effect	   on	   performance	   practise;	   HM	   musicians	   are	   seen	   to	   be	   on	   a	  constant	  quest	  to	  push	  the	  boundaries	  of	  performance.	  The	  earlier	  exploration	  of	  how	   guitar	   and	   drum	   performance	   styles	   in	   HM	   music	   has	   influenced	   the	  recorded	  aesthetics	   (see	  chapter	  3.3)	  provides	  examples	  of	  how	  this	  manifested	  over	   time.	   The	   significant	   changes	   in	   performance	   style	   has	   been	   influenced	  by	  music	   technology:	   amplification;	   distortion;	   drum	   kit	   design;	   and	   stereo	   mix	  placement.	   The	   participants	   made	   significant	   observations	   of	   ways	   in	   which	  musicians	   have	   progressed	   over	   their	   careers.	   MF	   expressed	   quite	   clearly	   that	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technology	   has	   influenced	   the	   way	   in	   which	   drummers	   play,	   triggered	   drums	  changing	   the	   energy	   they	   have	   to	   expend	   to	   create	   dynamically	   consistent	  recordings,	   and	   how	   editing	   drums	   into	   perfect	   time	  makes	   younger	  musicians	  assume	  that	   is	  how	  the	  drummer	  performed	  those	  parts	   in	  the	  studio.	  Zagorski-­‐Thomas	  (2014)	  suggests:	  
Depending	   on	   your	   ideological	   position,	   [technology]	   can	   either	   give	   the	   performer	  greater	   freedom	   -­‐	   allowing	   them,	   for	   example,	   to	   keep	   a	   wonderfully	   expressive	   but	  technically	   imperfect	   performance	   -­‐	   or	   it	   can	   destroy	   creative	   identity	   by	   making	   all	  performances	  conform	  to	  a	  single	  template	  of	  rightness.	  (p.63)	  In	  reality,	  not	  every	  drummer	  will	  perform	  intricate	  double	  bass	  drum	  and	  blast	  beat	  grooves	  at	  240	  beats	  per	  minute,	  with	  perfect	  dynamic	  control.	  There	  will	  be	  a	  compromise	  in	  one	  aspect	  of	  their	  performance.	  It	  is	  another	  factor	  supporting	  Mynett’s	   (2013)	   theory	   that	   technology	   is	   often	   hidden	   in	   HM	   production	   for	  authenticity.	   Globally,	   technology	   has	   changed	   the	   way	   in	   which	   HM	   music	   is	  performed.	  	  Fragmentation	   further	   supports	   instrumentalism,	   as	   it	   suggests	   both	   the	  search	   for	   efficiency,	   which	   is	   paramount	   for	   the	   recording	   industry,	   and	   an	  ethical	  trade	  off	  for	  producers.	  A	  trade	  off	  can	  be	  found	  within	  their	  search	  for	  the	  ideal	   HM	   recording	   and	   achieving	   the	   GSPAs	   of	   recorded	   HM.	   	   Producers	   now	  question	  how	  they	  use	  technology	  to	  achieve	  this	  and	  what	  their	  individual	  ideal	  is.	   Technological	   development	   has	   been	   the	   motivator	   behind	   an	   increasingly	  fragmented	   approach	   to	   recording	   HM	   music.	   In	   turn	   recorded	   HM	   music	   has	  changed	  aesthetically.	   It	   has	   shifted	   away	   from	   the	   raw,	   energetic,	   performance	  driven	  recordings	  of	  the	  genre’s	  early	  incarnations,	  to	  precision	  and	  accuracy	  led	  recordings	  that,	  as	  RR	  suggests,	  often	  radiate	  technical	  prowess	  of	  the	  producer.	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This	   has	   resulted	   in	   the	   prominence	   of	   technologically	   reinforced	   performance	  practise	  (see	  Figure	  6.1	  below)	  and	  an	  increasing	  dependency	  on	  technology	  for	  recorded	  HM	  music.	  
	  
Figure	  6.1	  The	  Creation	  of	  an	  Accepted	  Ideal	  
	   The	  aims	  set	  out	  throughout	  this	  research	  questioned	  the	  development	  of	  technology	  alongside	  recorded	  HM	  and	  assumed	  that	  technological	  development	  was	  an	   influential	   force,	   shaping	   the	   sound	  of	   recorded	  HM.	  The	  analysis	  of	   the	  rich	  data,	  provided	  by	  participant	  interviews,	  has	  offered	  unique	  insight	  into	  the	  influence	   of	   technology	   over	   the	   production	   process,	   specific	   to	  HM	  music.	   The	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development	  of	  technology	  has	  led	  to	  the	  participants	  of	  this	  study	  affirming	  that	  there	  are	  two	  opposing	  forces	  on	  their	  production	  process:	  the	  anticipated	  use	  of	  technology;	   and	   the	   potential	   use	   of	   technology.	   These	   both	   contribute	   to	  fragmentation	  of	   the	   recording	  process	   for	  HM	  music,	   arguably	  applicable	   to	  all	  recorded	  music	   that	   uses	  multi-­‐track	   technology,	  which	   shifts	   focus	   away	   from	  capturing	  a	  performance	  onto	  enhancing	  the	  performance.	  Recorded	  HM	  is	  now	  a	  separate	  entity	   from	  the	   live	   instance	  of	   the	  same	  music	  and	   the	  participants	  of	  this	   study	   fail	   to	   reach	   a	   conclusion	   as	   to	  what	   recorded	  HM	   should	   be	   as	   it	   is	  often	  influenced	  by	  a	  number	  of	  expectations	  and	  pressures.	  	  The	  development	  of	  music	   technology	  has	   led	   to	  recorded	  HM	  seemingly	  being	  influenced	  by	  a	  set	  of	  accepted	  ideals,	  which	  have	  come	  to	  define	  recorded	  HM	   in	   the	   early	   twenty-­‐first	   century.	   These	   ideals	   are	   embraced	   by	   the	  participants,	  some	  more	  willingly	  than	  others,	  as	  part	  of	  the	  service	  they	  provide	  to	  HM	  artists.	  The	  dilemma	  that	  HM	  producers	  face	  is	  how	  far	  they	  comply	  with	  the	   ideals	   and	   indeed,	   how	   they	   accept	   them.	   Although	   inconclusive	   of	   exactly	  what	   makes	   recorded	   HM	   definitive	   in	   the	   early	   twenty-­‐first	   century,	   this	  research	   certainly	  highlights	   the	  uses	  of	   technology	  and	  how	  a	   changing	   record	  industry	  has	  led	  to	  the	  establishment	  of	  accepted	  ideals;	  the	  ideals	  that	  producers	  often	  feel	  obliged	  to	  provide.	  	  As	  a	  final	  thought,	  a	  slight	  detour	  perhaps,	  RR	  surmised	  that	  technological	  development	   could	   only	   influence	   music	   to	   a	   finite	   point	   before	   it	   causes	   a	  problem:	  	  
RR:	   Evolution	   is	   not	   always	   progression	   its	   movement	   backwards	   and	  forwards.	  Some	   things	  accelerate	  you	   forward	  and	   the	  same	   thing	   later	  down	  the	  line	  causes	  a	  massive	  pileup	  and	  everything	  grinds	  to	  a	  halt	  for	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a	  while	  whilst	  everything	  sorts	  itself	  out.	  Then	  you	  carry	  on	  again.	  I	  think	  that’s	   basically	   what’s	   going	   on	   in	   music.	   The	   things	   that	   have	   helped	  have	  brought	  a	  whole	  new	  world	  of	  shit	  that	  has	  cluttered	  everything	  up,	  now	  everyone	  is	  sorting	  it	  out	  again	  and	  forging	  ahead.	  The	  idea	  here	  is	  that	  perhaps	  technology	  has	  influenced	  HM	  music	  to	  a	  pinnacle	  point,	   hence	  why	   the	   ideal	   HM	   production	  methods	   are	   suggested	   as	   accepted,	  and	   that	   it	   becomes	   a	   problem.	   The	   problem	   is	   the	   ethical	   dilemma	   that	   the	  participants	  face;	  how	  much	  do	  they	  let	  technology	  influence	  their	  approach	  and	  the	   HM	   recordings	   they	   make?	   Does	   RR	   believe	   that	   music	   technology	   has	  advanced	  us	  to	  point	  where	  HM	  cannot	  be	  made	  any	  differently,	  and	  will	  there	  be	  a	  reaction	  to	  this,	  drastically	  changing	  the	  way	  HM	  records	  are	  made?	  It	  will	  be	  of	  interest	  to	  the	  field	  of	  metal	  studies,	  not	  simply	  as	  a	  sign	  of	  changing	  aesthetics	  of	  HM	  but	  as	  a	  significant	  cultural	  shift	  in	  the	  record	  production	  of	  HM.	  	  It	   seems	   appropriate	   to	   return	   to	   Arthur’s	   (2009)	   bodies	   of	   technology	  (p.85).	   He	   suggests	   that	   bodies	   of	   technology	   ‘give	   rise	   to	   the	   characteristic	  industries	   of	   an	   era’	   (p.85).	   HM	   record	   production	   has	   been	   defined	   by	  technological	   development	   and	   the	   experience	   of	   the	   participants	   of	   this	   study	  affirms	  that	  contemporary	  HM	  record	  production	  could	  indeed	  be	  described	  as	  a	  characteristic	   industry,	   an	   industry	   of	   accepted	   ideals	   led	   by	   instrumental	  technology.	  	  
6.6 Summary	  Multiple	  challenges	  face	  HM	  record	  producers	  in	  the	  face	  of	  the	  digital	  recording	  era	  of	   the	  twenty-­‐first	  century.	   	  Some	  recorded	  HM	  can	  be	  seen	  to	   fall	  victim	  to	  hidden	   production	   methods	   for	   fear	   of	   being	   unauthentic	   musically;	   both	  producers	  and	  artists	  feel	  the	  pressure	  that	  this	  problem	  puts	  upon	  the	  recording	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process.	   Subcultural	   anxieties	   extend	   this	   notion	   of	   authenticity	   in	   production,	  with	  different	  subgenres	  of	  HM	  relying	  on	  specific	  production	  aesthetics.	  	  The	  construction	  of	  recorded	  HM	  GSPAs	  suggests,	  and	  supports	  that	  there	  are	   accepted	   ideals	   within	   HM	   production.	   These	   ideals,	   like	   the	   GSPAS	   of	  recorded	  HM,	   are	   reinforced	  by	   the	   influence	   that	   the	  participants	  of	   this	   study	  draw	   upon,	   and	   the	   influence	   that	   successful	   HM	   recordings	   have.	   A	   tension	   is	  created	   between	   providing	   the	   realisation	   of	  musical	   vision	   and	   the	   producer’s	  own	  vision	  for	  any	  one	  production.	  The	  GSPA	  of	  recorded	  HM	  are	  caused	  by	  the	  two	   sub-­‐ordinate	   themes	   of	   this	   study,	   the	   anticipated	   and	   potential	   uses	   of	  technology,	   which	   also	   suggest	   an	   intrinsic	   link	   with	   an	   accepted	   ideal	   for	  recorded	   HM	   productions.	   Idealism	   in	   HM	   productions	   supports	   a	   normalised	  view	  of	  record	  production;	  a	  view	  that	  producers	  work,	  in	  some	  fashion,	  to	  make	  records	  that	  compete	  with	  others	  of	  the	  ilk.	  HM	  productions	  also	  fall	  victim	  to	  a	  number	  of	  compromises	  as	  a	  result	  of	  technological	  development.	  This	  chapter	  has	  suggested	  that	  HM	  can	  only	  be	  one	  of	   two	   things:	   an	   exercise	   in	   capturing	   an	   authentic	   performance;	   or	   a	  representation	   of	   a	   performance	   that	   displays	   HM’s	   sonic	   ideals;	   as	   Zagorski-­‐Thomas	   (2010a)	  describes:	   ‘at	  what	  point	  does	  ever-­‐increasing	  consistency	   in	  a	  performance	   cease	   to	   sound	   like	   an	   expert	   human	   and	   start	   to	   sound	   like	   a	  machine?’	  (p.63).	  As	  HM	  performances	  have	   increased	   in	  extremity,	  so	  too	  must	  the	   production	   techniques	   used.	   The	   compromise	   here	   is	   that	   once	   an	   extreme	  process	  has	  been	  applied	  (extreme	  EQ	  for	  example),	  the	  same	  process	  must	  then	  be	   applied	   globally	   to	   achieve	   intelligibility.	   This	   could	   be	   said	   to	   be	   true	   of	  musical	   attributes	   also,	   but	   was	   not	   the	   focus	   of	   this	   study.	   Technological	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development,	   as	   suggested	   by	   the	   participants,	   changes	   the	   way	   people	   are	  making	   HM	   music,	   but	   it	   is	   not	   changing	   what	   HM	   music	   is;	   this	   suggests	   an	  instrumental	  role	  for	  technology	  in	  relation	  to	  recorded	  HM	  music.	  However,	  the	  tensions	  at	  the	  centre	  of	  this	  research,	  between	  the	  anticipated	  and	  potential	  use	  of	  technology,	  reflect	  the	  tension	  between	  the	  instrumental	  and	  substantive	  role	  of	  technology.	  	  Recorded	   HM	   is	   becoming	   increasingly	   influenced	   by	   technological	  developments,	   and	   has	   been	   since	   its	   birth	   in	   1969.	  Multi-­‐track	   technology	   has	  played	  a	  pivotal	  role	  in	  shaping	  the	  way	  we	  record	  HM	  music,	  moving	  away	  from	  a	  linear	  production	  style,	  to	  a	  fragmented	  process	  that	  uses	  more	  and	  more	  acute	  processing.	   This	   has	   altered	   the	   way	   in	   which	   recorded	   HM	   performances	   are	  treated,	   and	   perhaps	   the	   balance	   between	   capturing	   a	   performance	   and	  enhancing	  a	  performance.	  The	  final	  chapter	  in	  this	  thesis	  reviews	  the	  assumptions	  made	   by	   the	   interpretations	   that	   have	   been	   a	   central	   focus	   of	   this	   penultimate	  chapter.	   Assumptions	   that	   have	   been	   made	   here	   are	   placed	   in	   the	   context	   of	  further	  research	  and	  any	  notable	  limitations	  of	  this	  study	  are	  discussed.	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7 Conclusion	  Through	   the	   rapid	   onset	   of	   the	   Metal	   Studies	   academic	   field,	   HM	   music	   is	  becoming	   of	   increased	   interest	   to	   popular	   musicologists	   and	   researchers	   who	  would	   find	   commonality	   with	   the	   AoRP	   movement.	   Whilst	   the	   study	   of	   HM	   is	  currently	  experiencing	  rapid	  growth,	  encouraged	  by	  the	  Metal	  Studies	  movement,	  the	   current	   literature	   does	   not	   always	   deal	   with	   the	   production	   methods	   or	  reasons	  for	  HM’s	  sonic	  qualities.	  There	  is	  however	  a	  group	  of	  scholars	  working	  to	  change	  this	  and	  a	  small	  number	  of	  articles	  and	  theses	  exploring	  the	  steps	  that	  are	  necessary	  for	  the	  HM	  producer	  to	  construct	  an	  intelligible	  HM	  record,	  as	  well	  as	  exploring	  the	  timbral	  qualities	  that	  are	  often	  attributed	  to	  HM	  records.	  	  	  The	   aim	   of	   this	   research	   was	   to	   contribute	   to	   this	   fledgling	   sub-­‐field	   of	  Metal	   Studies,	   perhaps	   the	   art	   of	   HM	   record	   production,	   by	   employing	   a	  more	  holistic	   approach.	   Using	   qualitative	   research	  methods,	   particularly	   IPA,	   allowed	  this	   study	   to	  present	   the	  how,	   as	  opposed	   to	  what	  or	  why,	  people	   relate	   to	  HM	  production	   and	   the	   technology	   used.	   It	   has	   been	   argued,	   by	   this	   research,	   that	  simply	  deconstructing	  HM	  music,	  as	  a	  sum	  of	  its	  parts,	  does	  not	  necessarily	  create	  an	   all-­‐encompassing	   understanding	   of	   HM	   record	   production.	   The	   imbalance	  between	   sociological	   and	   production	   focused	   literature	   suggests	   that	   a	   more	  holistic	  approach	  would	  bring	  the	  two	  closer	  together.	  	  This	   research	   has	   asked	   how	   has	   the	   development	   of	   technology	  influenced	   recorded	   HM	   music.	   Technological	   development	   has	   caused	   a	  noticeable	   fragmentation	   in	   the	   music	   production	   process,	   not	   limited	   to	   HM	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production,	   which	   has	   made	   recording	   become	   increasingly	   detached	   from	   the	  examples	   given	   at	   the	   beginning	   of	   this	   study.	   HM	   exemplifies	   a	  musical	   genre	  that	   strives	   for	   constant	  musical	   and	   sonic	   change,	   often	  personified	  by	   energy,	  extremity,	   impact,	   and	   precision.	   This	   study	   has	   recognised	   that	   striving	   to	  achieve	   the	   aesthetics	   that	   have	   become	   inherent	   to	   recorded	   HM	   music	   the	  production	   process	   becomes	   a	   balancing	   act	   between	   the	   anticipated	   and	  potential	  uses	  of	  technology.	  This	  balancing	  act	  suggests	  that	  we	  have	  arrived	  at	  an	   interesting	  and	  ambiguous	  point	   in	   the	  development	  of	  HM	  production,	  with	  technology	  affording	  limitless	  possibilities,	  whilst	  also	  acting	  instrumentally	  over	  the	  process	  of	  recording	  HM.	  	  The	  participants	   identified	  that	  they	  often	  felt	  pressured	  by	  expectations;	  how	   or	   when	   to	   use	   technology,	   equating	   to	   the	   ethical	   problem	   that	  interpretations	   of	   the	   data	   led	   to.	   Does	   recorded	   HM	   music	   imply	   the	   use	   of	  technology	  whether	   it	   is	   required	  or	  not?	  The	  participant’s	   experiences	   suggest	  they	  have	  witnessed	  the	  use	  of	  technology	  in	  both	  creative	  and	  destructive	  ways	  on	  recording	  sessions,	  as	  well	  as	  artists	  anticipating	  certain	  processing	  to	  be	  part	  of	   the	   recording	   process,	   albeit	   unnecessary.	   Of	   course	   the	   potential	   use	   of	  technology	  allows	  for	  creative	  possibilities	  that	  may	  not	  have	  been	  present	  when	  early	   HM	   recordings	   were	   made.	   The	   balance	   between	   the	   anticipated	   and	  potential	   use	   of	   technology	   becomes	   the	   problem,	   with	   technological	  development	  the	  cause.	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7.1 The	  Influence	  of	  Technological	  Development	  This	  research	  aimed	  to	  disambiguate	  the	  influence	  that	  music	  technology	  has	  had	  over	  recorded	  HM	  music	  by	   taking	   into	  account	   technological	  development.	  The	  main	  contribution	   to	   the	   field	   that	   this	  research	  has	  made,	  by	   fulfilling	   this	  aim,	  has	  come	  in	  the	  form	  of	  identified	  tension7	  between	  how	  technology	  is	  used	  and	  its	   perceived	   use	   when	   producing	   HM	   music.	   This	   tensions	   signifies,	   and	  strengthens,	   the	   case	   for	   modern	   music	   production	   being	   an	   increasingly	  fragmented	   process	   that	   is	   now	   less	   concerned	   with	   capturing	   musical	  performances	  in	  favour	  of	  enhancing	  performances	  to	  create	  recorded	  music	  that	  adheres	  to	  idealistic	  representations.	  These	   findings	   have	   been	   presented	   through	   detailed	   analysis	   and	  discussion	   of	   the	   experiences	   of	   experienced	   record	   producers	   with	   significant	  credits	   in	   HM	   record	   production.	   The	   rich	   data	   that	   the	   participant	   interviews	  have	   revealed	   is	   unique	   to	   this	   study,	   with	   no	   data	   set	   currently	   existing	   that	  rivals	   the	   accounts	   provided,	   both	   for	   HM	   music	   and	   for	   record	   production	  generally.	  The	  unique	  data	  set	   focuses	  on	   the	  use	  of	   technology	   in	   the	  studio	   to	  produce	   a	   specific	   genre	   of	  music,	   from	   the	   record	   producers	   perspective.	   The	  data	   set	   contributes	   to	   the	   field	   by	   providing	   detailed	   narratives	   from	   expert	  practitioners	  who	  have	  yet	  to	  voice	  their	  experiences	  of	  producing	  HM	  music.	  The	  interpretations	   made	   of	   these	   accounts	   contextualise	   the	   data	   within	  phenomenological	   research	   that	   will	   be	   of	   use	   to	   other	   researchers	   exploring	  technologically	   informed	   artistic	   processes.	   This	   study	   offers	   an	   introduction	   to	  the	  phenomenology	  of	  HM	  record	  production	  and	  the	  technology	  that	  has	  come	  to	  define	  the	  record	  production	  process.	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By	   viewing	   the	   data	   set,	   and	   the	   interpretations	  made,	   existentially	   this	  research	   highlights	   the	   problems	   caused	   by	   describing	   the	   experience	   of	  technology.	  Through	  the	  use	  of	  IPA	  analysis	  the	  initial	  resultant	  themes	  numbered	  in	  excess	  of	  100,	  each	  being	  relevant	  to	  the	  use	  of	  technology	  and	  the	  influence	  it	  has	  over	  recording	  HM	  music.	  To	  group	  these	  together	  and	  bring	  the	  subordinate	  themes	  of	  this	  study	  to	  a	  manageable	  number	  was	  a	  challenging	  task,	  whilst	  also	  revealing	  the	  innate	  problem	  that	  the	  participants	  had	  to	  describe	  experiences	  of	  using	   technology.	   The	   participants	   used	   technology	   every	   day	   and	   it	   partially	  defines	   their	   role	   in	   the	   recording	  process,	   so	   to	  have	  problems	  defining	  how	   it	  has	  shaped	  their	  approach	  was	  striking.	  Through	  re-­‐reading	  and	  interpretation	  it	  became	  far	  clearer	  when	  the	  participants	  dealt	  with	  this	  issue,	  it	  was	  not	  always	  explicit.	  This	  research	  offers	  other	  researchers	  some	  insight	  in	  how	  practitioners	  experience	  technology	  and	  how	  to	  interpret	  their	  experiences.	  	  Finally,	   a	   major	   outcome	   for	   this	   research	   is	   the	   use	   of	   IPA	   in	   popular	  musicology,	   more	   precisely	   the	   musicology	   of	   record	   production.	   Whilst	   IPA	  permeates	   other	   disciplines	   it	   still	   finds	   itself	   more	   commonly	   used	   for	   health	  psychology	   applications.	   As	   a	   solitary	   interpretative	   phenomenological	   study	   in	  the	  field	  of	  record	  production,	  Martin	  (2014)	  has	  used	  IPA	  to	  explore	  the	  role	  of	  the	   producer	   to	   great	   success,	   creating	   both	   a	   historical	   narrative	   and	   a	  model	  that	   ‘challenges	   the	   assertions	   of	   the	   literature’	   (p.265)	   surrounding	   the	   record	  producer.	   This	   research	   advocates	   the	   use	   of	   IPA	   as	   an	   accessible	   and	   fruitful	  method	   of	   phenomenological	   research,	   open	   to	  musicologists	   and	   technologists	  alike.	   Using	   IPA	   has	   provided	   this	   study,	   and	   those	   who	   may	   use	   it,	   access	   to	  
	  	  	   290	  
insight	  from	  working	  record	  producers,	  aligning	  itself	  with	  the	  aims	  of	  the	  AoRP,	  and	  contributing	  to	  a	  more	  holistic	  academic	  profiling	  of	  record	  production.	  	  	  
7.2 Reflections	  The	   following	  section	  explores	   the	  ways	   in	  which	  this	  research	  could	  have	  been	  conducted	   differently	   and	   discusses	   the	   limitations	   that	   were	   identified.	   The	  research	   method	   is	   revisited	   with	   specific	   focus	   on	   its	   strengths	   and	   potential	  weaknesses,	  as	  well	  as	  outlining	  the	  specific	  outcomes	  that	  were	  a	  result	  of	  using	  IPA.	  The	  historical	  perspective	  of	  the	  study	  is	  examined	  and	  the	  timeframe	  within	  which	   the	   participants’	   careers	   exist	   is	   highlighted	   as	   an	   area,	   specific	   to	   this	  research	  that	  could	  be	  very	  different	  dependant	  on	  the	  sample.	  The	  application	  of	  this	   research	   within	   other	   genres	   of	   music	   and	   other	   art	   forms	   entirely	   is	  discussed,	  with	  the	  intention	  of	  calling	  upon	  other	  researchers	  with	  interest	  in	  the	  relationship	  between	  technology	  and	  artistic	  processes.	  	  	  
7.2.1 Research	  Method	  Qualitative	   research	   methods	   aim	   towards	   understanding	   the	   how	   and	   why	   of	  specific	   phenomena,	   often	   based	   in	   sociological	   research.	   For	   this	   study	  qualitative	  methods	  were	   the	  obvious	  choice,	  directing	   the	   research	   towards	  an	  understanding	   of	   the	   human	   experience	   of	   music	   technology	   within	   record	  production,	   specific	   to	  HM	  music.	  The	  use	  of	   IPA	  was	  outlined	   in	  chapter	  4.5	  as	  being	  the	  most	  suitable	  to	  grasp	  a	  firm	  understanding	  of	  the	  human	  experience	  of	  music	   production	   and	   how	   technology	   has	   shaped	   the	   process.	   The	   strength	   of	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phenomenological	   research,	   particularly	   IPA,	   lies	   in	   the	   accessible	   results	   it	  presents.	   It	   is	   crucial	   that	   the	   researcher	   embraces	   the	   act	   of	   interpretation	   for	  the	  results	   to	  be	  accessible	  however	  (Brocki	  and	  Wearden,	  2006,	  p.100).	  One	  of	  the	  unique	  contributions	   this	  research	  makes	   is	   the	  use	  of	   IPA	  outside	  of	  health	  and	   psychology	   applications,	   where	   it	   is	   extensively	   used	   in	   clinical	   and	  counselling	  psychology	   (Smith	  et	   al.,	   2009,	  p.4).	  There	   seems	   to	  be	  very	   limited	  use	   of	   the	   methodology	   outside	   of	   these	   fields,	   perhaps	   with	   the	   exception	   of	  Martin	  (2014).	  This	  section	  will	  review	  the	  use	  of	  this	  method.	  Idiographic	   in	   approach,	   IPA	   is	   concerned	   with	   the	   experience	   of	  individuals,	   so	   it	  must	   be	   noted	   that	   the	   findings	   that	   have	   been	   discussed	   are	  subject	   to	   the	   view	  of	   the	  participants	   of	   this	   study	  only,	   providing	   insight	   into	  their	   experiences.	   These	   experiences	   provide	   rich	   data	   due	   to	   the	   participants’	  expertise	   in	   the	   field	   of	   HM	   music	   production,	   unique	   to	   this	   study.	   The	  interpretative	   nature	   of	   IPA	   also	   must	   be	   questioned	   as	   the	   researcher’s	  interpretations,	   whilst	   part	   of	   the	   epistemological	   stance	   of	   this	   methodology,	  may	   differ	   from	   interpretations	   made	   by	   others.	   This	   should	   be	   seen	   to	   be	   a	  positive	   outcome	   of	   this	   research	   that	   urges	   other	   researchers	   to	   take	   up	   the	  themes	  presented	  here	  and	  question	  them,	  fulfilling	  the	  desire	  for	  a	  more	  holistic	  discussion	  of	  HM	  music	  production	  and	  the	  surrounding	  research.	  	  The	  number	  of	   interviews	   conducted	  was	  determined	  as	  per	   Smith	  et	   al.	  (2009,	   p.52)	   who	   suggest	   that	   sample	   size	   for	   doctoral	   studies	   are	   difficult	   to	  determine.	  A	  sample	  size	  of	  between	  four	  and	  ten	  is	  described	  as	  optimal,	  but	  it	  is	  also	   noted	   by	   the	   authors	   that	   ‘higher	   numbers’	   are	   not	   indicative	   of	   ‘better’	  research	   (p.52).	   This	   studies	   final	   sample	   of	   seven	   provided	   rich	   data	   and	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complies	   to	   the	   guidelines	   of	   Smith	   et	   al.	   Selecting	   the	   sample	   was	   not	   as	  straightforward	  as	  initially	  presumed	  as	  the	  producers	  who	  were	  approached	  to	  participate	   often	   had	   limited	   availability	   and	   schedules	   that	   did	   not	   allow	   for	  enough	  time	  to	  conduct	  a	  full	   interview.	  This	  research	  could	  easily	  be	  continued	  with	   a	   number	   of	   high	   profile	   HM	   producers	   who	   could	   not	   participate	   at	   this	  time.	   This	   could	   also	   be	   developed	   into	   research	   that	   embraces	   a	   wider	  geographical	   context	   with	   significant	   producers	   working	   outside	   of	   the	   United	  Kingdom.	  	  As	   a	   significant	   feature	   of	   IPA	   research	   is	   interpretation,	   reflection	  becomes	   an	   important	   part	   of	   the	   research	   itself,	   not	   only	   as	   an	   academic	  procedure	   but	   also	   as	   a	   way	   of	   fulfilling	   some	   of	   the	   aims	   of	   this	   study.	   By	  reflecting	  on	  the	  process	   it	   is	  possible	  to	   indicate	  where,	  and	  how,	   it	  could	  have	  been	   improved.	  The	   sample	   itself	   could	  be	   expanded.	  Whilst	   there	   are	  no	   strict	  rulings	   on	   sample	   size	   in	   IPA,	   as	   expected	   from	   an	   idiographic	   approach,	   this	  study	  seems	  to	  have	   fallen	  within	   the	  range	   that	  Smith	  et	  al.	   (2009)	  describe	  as	  providing	  ‘sufficient	  cases	  for	  the	  development	  of	  meaningful	  points	  of	  similarity	  and	  difference	  between	  the	  participants’	  (p.51).	  Smith	  et	  al.	  also	  reiterate	  that	  an	  increased	  number	  of	  participants	  is	  not	  always	  “indicative	  of	  ‘better’	  work”	  (p.52).	  As	   sample	   size	   does	   not	   determine	   the	   success	   of	   IPA	   there	   are	   ways	   that	   the	  sample	  of	  this	  study	  could	  have	  been	  improved,	  or	  could	  be	  improved	  in	  further	  research.	   There	   were	   a	   number	   of	   potential	   participants,	   as	   mentioned	   above,	  which	  could	  not	  take	  part	  in	  the	  study,	  whether	  this	  was	  due	  to	  their	  scheduling	  or	   the	  phase	  at	  which	   the	   study	  was	   in.	  This	   research,	   then,	  does	  not	  present	   a	  definitive	   sample	   of	   contemporary	   HM	   producers;	   it	   presents	   those	   willing	   to	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openly	  discuss	  the	  topics	  at	  hand	  and	  those	  who	  were	  able	  to	  provide	  their	  time.	  However,	   this	   research	   does	   present	   a	   unique	   cross-­‐section	   of	   HM	   producers	  active	   throughout	   the	   period	   of	   interest	   for	   this	   study	   (1969	   –	   present).	   It	   is	  hoped	   that	   with	   more	   available	   time	   complementary	   research	   could	   be	  undertaken	   featuring	   a	   sample	   of	   different	   participants	   that	   fit	   the	   sampling	  criteria	   used	   for	   this	   study.	   In	   contrast,	   as	   well	   as	   expanding	   the	   sample,	   a	  focussed	  study	  could	  be	  undertaken	  with	  a	  singular	  participant	  to	  further	  explore,	  chronologically,	  their	  experiences	  with	  technological	  development.	  	  The	   questions	   that	   structured	   the	   in-­‐depth	   interviews	   could	   also	   be	  reviewed.	   The	   length	   of	   the	   interviews	   differed	   between	   45	   minutes	   and	   2.5	  hours,	   this	   being	   determined	   by	   the	   participant’s	  willingness	   to	   open	   up	   about	  certain	  topics.	  The	  size	  of	  the	  sample	  and	  the	  length	  of	  these	  interviews	  provided	  substantial	  material	   that	  was	  relatively	  easy	  to	  become	  familiar	  with.	  Whilst	   the	  transcription	  process	  took	  longer	  than	  expected,	  the	  length	  of	  the	  interviews	  did	  not	   compromise	   the	   rich	   data	   collected	   or	   present	   any	   bias	   towards	   any	   of	   the	  participants.	  The	  questions	   that	  were	  used	  were	  put	   through	  multiple	   revisions	  but	   only	   prior	   to	   the	   interviews	   taking	  place.	   The	   interviews,	  whilst	   adopting	   a	  semi-­‐structured	  approach,	  felt	  to	  flow	  through	  the	  scheduled	  questions	  naturally,	  allowing	  the	  participants	  to	  present	  their	  story	   in	  their	  own	  words.	  Some	  of	   the	  introductory	   questions,	   intended	   to	   allow	   the	   interview	   to	   open	   up	   naturally,	  which	   were	   biographical	   in	   nature	   tended	   to	   evoke	   longer	   responses	   than	  expected	  so	  could	  have	  been	  curtailed.	  It	  was	  felt	  necessary	  to	  have	  questions	  of	  this	  nature	  to	  establish	  historical	  context	  for	  each	  participant	  as	  well	  as	  introduce	  the	   participants	   to	   the	   interview	   style.	   	   Also	   of	   note,	   using	   semi-­‐structured	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interviewing	   allowed	   the	   interview	   to	   explore	   avenues	   that	   were	   often	  unexpected	  or	  new	  to	  the	  researcher.	  This	  should	  be	  seen	  as	  one	  of	  the	  strengths	  of	   the	   IPA	  methodology	   and	   aided	  with	   the	  development	   of	   the	   concepts	   at	   the	  forefront	  of	  the	  answer	  to	  the	  research	  question.	  	  A	   final	   point	   on	   the	   nature	   of	   the	   interviews	   was	   the	   interview	   setting	  itself.	  Each	  interview	  was	  held	  in	  a	  place	  familiar	  to	  the	  participant,	  often	  chosen	  by	   them	   after	   discussion	   with	   the	   interviewer	   (simple	   requirements	   for	  somewhere	   quiet	   for	   ease	   of	   recording	   the	   interview).	   By	   conducting	   the	  interviews	  in	  comfortable	  surroundings	  it	  was	  hoped	  that	  the	  participants	  felt	  at	  ease	   and	   able	   to	   embrace	   the	   interview	   questions	   without	   any	   pressures	   or	  unfamiliar	  distractions.	  	  IPA’s	  validity	   is	  dependant	  on	   the	  nature	  of	   the	  study	  and	  the	  number	  of	  participants.	   Larkin	   and	   Thompson	   (2003)	   suggest	   that	   validation	   differs	   in	  studies	  with	  a	   single	   case	   compared	  with	  multiple	   cases,	   and	   that	  multiple	   case	  studies	  prefer	  validity	  triangulation	  in	  various	  forms:	  
…	   sample	   validation	   (people	   eligible	   to	   participate,	   but	   who	   did	   not),	   peer	   validation	  (fellow	  researchers)	  or	  audit.	  (p.112)	  Triangulation	  could	  be	  considered	  for	  this	  research	  but	  was	  beyond	  the	  scope	  of	  this	  study.	  It	  was	  necessary	  to	  conduct	  this	  research	  prior	  to	  any	  complementary	  studies	   to	   provide	   a	   fully	   comprehensive	   realisation	   of	   the	   phenomena	   at	   the	  heart	  of	  this	  thesis.	  This	  research	  now	  provides	  a	  foundation	  for	  other	  studies	  of	  a	  practical	   nature	   in	   the	   field	  of	   technological	   influence.	  However,	   it	  was	   felt	   that	  due	  to	  the	  nature	  and	  size	  of	  the	  sample,	  as	  well	  as	  the	  unique	  set	  of	  data	  that	  has	  been	  produced,	  that	  case	  studies	  may	  not	  have	  provided	  any	  more	  rich	  data	  than	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could	  be	  achieved	  from	  evoking	   interviews.	  Whilst	  Smith	  et	  al.	   (2009)	  present	  a	  commentary,	  and	  guide,	  to	  IPA	  research	  the	  methodology	  is	  still	  relatively	  young.	  The	  way	   in	  which	   IPA	  has	   been	  used	  here	   also	   differs	   from	   the	  majority	   of	   the	  contemporary	   research	   projects	   that	   have	   employed	   it	   (a	   significant	   focus	   on	  health	  psychology),	  with	  a	  subject	  matter	  scarcely	  approached	  (see	  Martin,	  2014).	  This	   study	   finds	   validity	   not	   through	   triangulation	  but	   through	   the	   unique	  data	  that	   has	   been	   presented,	   substantive	   ‘transparency’	   and	   engagement	   with	   the	  data,	   and	   a	   relative	   balance	   between	   the	   idiographic	   and	   shared	   experiences	   of	  the	  participants	  	  (Larkin	  and	  Thompson,	  2003,	  p.	  112).	  In	  review,	  and	  for	  further	  research	   in	   the	   field,	   comparative	   triangulation	   with	   further	   samples	   would	  benefit	   the	   conclusions	  made.	   The	   idiographic	   nature	   of	   IPA	   has	   been	   balanced	  with	  the	  themes	  that	  the	  participants	  revealed	  to	  present	  an	  engaging	  account	  of	  the	   production	   of	   recorded	   HM	  music	   and	   how	   technology	   has	   influenced	   this	  process.	  	  One	   final	   consideration	   that	   has	   become	   apparent,	   partly	   due	   to	   the	  discussion	  of	  production	  methodologies	  in	  chapter	  4,	  and	  also	  through	  reflection	  on	  the	  research	  method,	  is	  the	  divided	  nature	  of	  the	  participants	  when	  it	  came	  to	  production	  methodologies.	   This	   research	   did	   not	   explicitly	   set	   out	   to	   provide	   a	  production	   methodology,	   in	   fact	   it	   was	   potentially	   the	   opposite,	   with	   the	   aim	  being	   to	   understand	   an	   interpretation	   of	   how	   recorded	   HM	   is	   made,	   not	   what	  steps	   are	  necessary.	  However,	   it	  was	   inevitable	   that	   the	   steps	   taken	   to	  produce	  HM	   would	   be	   visible	   in	   the	   participant’s	   narrative.	   Although	   the	   sample	   was	  selected	   for	   their	   respective	  HM	  production	   credits	   it	  was	   evident	   that	   none	   of	  them	  prescribed	  to	  exactly	  the	  same	  approach	  towards	  recorded	  HM.	  There	  were	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indeed	  similarities	  and	  aspects	  of	  HM	  production	  that	  they	  each	  agreed	  on	  but	  it	  must	   be	   noted	   that	   the	   sample	   does	   not	   represent,	   or	   construct,	   any	   form	   of	  definitive	   production	   methodology	   for	   recorded	   HM	   music.	   The	   reason	   for	  asserting	  this	   is	   the	  effect	   it	  has	  on	  the	  research	  methodology	  used	  here.	  Due	  to	  the	  nature	  of	   the	   interviews	   it	  must	  be	  assumed	   that	  production	  methods	  were	  not	   always	   explicit,	   perhaps	   there	   is	   a	   degree	   of	   secrecy	   from	   the	   participants	  about	   not	   wanting	   to	   give	   away	   their	   methods.	   At	   the	   time	   this	   did	   not	   seem	  apparent	  but	  it	  could	  be	  possible,	  so	  further	  research	  would	  be	  needed,	  specific	  to	  the	   participants	   of	   this	   study,	   to	   determine	   whether	   any	   of	   them	   share	   a	  production	  methodology.	  	  To	   understand	   how	   recorded	   HM	   is	   made	   and	   what	   steps	   are	   taken	   to	  make	  HM	  should	  not	  be	   confused	  as	   the	   same.	  The	  phenomenological	   aspect	  of	  recording	  HM	  music	   is	   of	   interest	   here	   and	   the	   results	   suggest	   that	   there	   is	   an	  alternative	  view	  to	  the	  current	  production	  methodologies.	  This	  also	  suggests	  that	  using	   qualitative	   methods	   could	   bring	   about	   a	   closer	   link	   between	  phenomenological	  understandings	  of	  recorded	  HM	  and	  the	  methodological	  works	  of	  other	  authors	  (Mynett,	  2013;	  Reyes,	  2008;	  Turner,	  2009;	  and	  Williams,	  2015).	  	  
7.2.2 Limitations	  and	  Future	  Research	  As	  expected	  with	  IPA	  research,	   the	  data	  collection	  method	  introduced	  a	  number	  of	   other	   subsidiary	   questions	   that	   relate	   to	   the	   influence	   of	   technological	  development	  on	  recorded	  HM	  music.	  The	  interjection	  of	  new	  ideas	  and	  questions	  happened	   throughout	   the	   process,	   particularly	   when	   interviewing	   the	  participants.	  A	  favourable	  component	  of	  semi-­‐structured	  interviewing	  encourages	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these	  to	  be	  reacted	  to	  and	  consequently	  developed	  into	  the	  narrative,	  before	  the	  collection	   of	   data	   is	   complete.	  However,	   some	   questions	   and	   themes	   arose	   that	  either	   did	   not	   fit	   into	   the	   framework	   outlined	   in	   the	   discussion,	   or	   simply	  warranted	   further	   research	   to	   justify	   their	   inclusion.	   These	   included	   issues	   of	  homogeny,	  historical	  authenticity	  and	   technological	  development	  and	   the	  useful	  successor.	  	  A	  critical	  issue	  that	  arose	  during	  the	  interviews	  was	  the	  issue	  of	  homogeny	  within	  HM	  production.	   In	  some	  respect,	   it	   is	  visible	   in	  how	  often	  the	  example	  of	  drum	  sampling	  and	  editing	  was	  used	  throughout	  the	  interviews,	  by	  the	  majority	  of	  the	  participants.	  Homogeny	  could	  also	  reinforce	  or	  critique	  the	  work	  of	  Mynett	  (2013)	  and	  Turner	  (2009).	  As	  a	  positive	  reinforcement	  it	  suggests	  that	  there	  is	  a	  successful	   working	   method	   for	   producing	   a	   HM	   record,	   whilst	   also	   having	   a	  negative	  effect	  on	  HM	  globally;	  more	  and	  more	  HM	  recording	  begin	  to	  the	  sound	  the	  same.	  If	  production	  methodologies	  can	  be	  produced	  for	  HM	  music	  there	  is	  the	  potential	  for	  some	  form	  of	  similarity	  between	  every	  HM	  recording,	  no	  matter	  the	  sub-­‐genre	   or	   style	   of	   HM.	   For	   the	   participants	   of	   this	   study	   it	   was	   a	   negative	  concept,	   suggesting	   that	  HM	  music	  could	  now	  be	  produced	  using	   templates	  and	  preset	   processing	   that	   could	   translate	   across	   every	   artist	   that	   recorded	   in	   their	  studios.	  It	  relates	  directly	  back	  to	  the	  idea	  of	  accepted	  ideals	  in	  that	  to	  create	  an	  ideal,	   through	   anticipation	   and	   potential,	   suggests	   that	   HM	   recordings	   are	  expected	   to	   be	   the	   same,	   of	   an	   ‘ilk’	   (OC).	   Whilst	   the	   idea	   of	   homogeny	   and	  repetition	   was	   touched	   on	   by	   the	   participants,	   and	   indeed	   by	   the	   framework	  proposed	  in	  the	  previous	  chapter,	  it	  was	  not	  a	  central	  concept	  and	  would	  require	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further	   research	   to	   fully	   comprehend	  what	   role	   it	   plays	   in	   twenty-­‐first	   century	  HM	  production.	  	  Technologically	   influenced	   production	   could	   be	   said	   to	   inform	   historical	  authenticity	   for	   recorded	  HM.	  Any	  mention	  of	   authenticity	   should	  be	   left	   for	   its	  own	  research	  project,	  and	  to	  discuss	  authenticity	  as	  a	  product	  of	  what	  has	  been	  achieved	  by	   this	   research	  would	  require	  another	   thesis.	   	   It	   is	  worth	  mentioning	  here,	  mainly	   to	  encourage	   further	  research,	  but	  also	   to	  ponder	  over	  what	  music	  technology	   has	   achieved	   through	   its	   development.	   The	   problem	   observed	   by	  meeting	  producers	  who	  had	  experienced	   the	  analogue	   to	  digital	   shift,	  and	  other	  crucial	   music	   technology	   developments,	   was	   that	   each	   had	   their	   own	   idea	   of	  authenticity	   in	   music	   production.	   For	   some	   it	   was	   clear	   that	   it	   was	   about	   the	  artists	  achieving	  their	  vision	  (ME	  and	  OC	  for	  example)	  and	  for	  others	  it	  was	  about	  making	   the	   recording	   achieve	   the	   GSPA	   discussed	   earlier	   (RD	   and	   MF	   for	  example).	  This	  was	  something	  that	  was	  underlying	  throughout	  the	  analysis	  of	  the	  data,	   but	   truly	   presents	   itself	   as	   a	   historical	   problem.	   HM	   producers	   each	   have	  their	  own	  idea	  of	  what	  an	  authentic	  HM	  recording	  is,	  based	  on	  a	  number	  of	  factors	  that	  include:	  when	  they	  began	  their	  career;	  the	  artists	  they	  have	  worked	  with;	  and	  whether	  or	  not	   they	  are	  actually	  a	   fan	  of	   the	  music	   they	  produce.	  There	  are	   too	  many	   variables	   to	   begin	   to	   contemplate	   this	   as	   a	   theme	  within	   this	   study.	   This	  concept	  aligns	  with	  the	  saying	  ‘I	  was	  there	  at	  the	  beginning’,	  which	  supports	  the	  problem	  above.	  	  Technological	   development	   exists	   to	   provide	   a	   useful	   successor.	   This	  notion	   is	   supported	   by	   instrumental	   theory,	   suggesting	   that	   technological	  development	   is	   the	   route	   travelled	   to	   reach	   the	   human	   construction	   of	   better	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technology.	   The	   idea	   of	   creating	   a	   useful	   successor	   is	   problematic	   in	   that	   it	  suggests	  an	   improvement	  to	  whatever	  the	  technology	  affords,	  but	  the	  developer	  often	   constructs	   the	   recognised	   improvement,	   if	   instrumentalism	   is	   taken	   as	  influential.	   For	   example,	   the	   common	   theme	   of	   drum	   sampling,	   reinforcement,	  and	  replacement	  technology	  has	  been	  visible	  throughout	  this	  thesis.	  The	  problem	  is	  that	  this	  technology	  often	  provides	  an	  easier	  way	  of	  sampling	  individual	  drums	  or	  programming	  whole	  drum	  parts,	  requiring	  no	  performance.	  This	  often	  makes	  the	   process	   of	   recording	   HM	   music	   quicker	   and	   more	   efficient.	   It	   also	   affords	  professional	   sounding	   drum	   recordings	   to	   those	   who	   do	   not	   have	   access	   to	  professional	   recording	   facilities	   or	   skilled	   musicians.	   The	   problem	   the	  participants	  had	  with	   this	   is	   that	   it	  does	  not	  always	  provide	  a	  better	  result.	  The	  tension	  between	  the	  developers	  of	  this	  technology	  and	  the	  user	  is	  evident	  in	  that	  the	   developers	   construct	   the	   usefulness	   of	   this	   technology,	   as	   a	   successor	   to	  analogue	  samplers	  or	  older	  versions	  of	  DAWs.	  Producers	  and	  musicians	  alike	  are	  told	   that	   this	   technology	   is	   the	  useful	   successor	  and	   that	   it	  will	  make	   the	  music	  they	  produce	  better.	  	  Questioning	  this	  idea	  of	  the	  useful	  successor	  could	  also	  relate	  back	  to	  the	  concept	   of	   homogeny.	   Further	   research	   could	   be	   carried	   out	   to	   determine	   how	  homogeny,	  and	  the	  way	  in	  which	  HM	  music	  is	  now	  expected	  to	  be	  produced,	  has	  been	  fuelled	  by	  the	  idea	  of	  the	  useful	  successor.	  Every	  producer	  wishes	  to	  make	  their	   next	   recording	   sound	   as	   good	   as,	   or	   better	   than,	   the	   last	   recording	   they	  made.	   It	   feels	   somewhat	   cyclical	   but	   it	   can	   be	   assumed	   that,	   in	   the	   same	   way	  fragmentation	  has	  influenced	  the	  role	  performance	  now	  plays	  in	  HM	  recordings,	  striving	  for	  more	  efficient	  ways	  of	  working	  produces	  homogeny.	  If	  a	  new	  piece	  of	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music	  technology	  is	  seen	  as	  the	  best	  way	  of	  carrying	  out	  a	  particular	  task	  it	  will	  soon	   become	   a	   popular	   method.	   This	   can	   be	   seen	   historically	   with	   the	   use	   of	  reverb	  in	  the	  1980s,	  as	  mentioned	  by	  TA	  in	  his	  interview.	  Further	  research	  could	  question	  how	  music	  technology	  usefulness	  is	  gauged,	  and	  whether	  this	  plays	  any	  part	   in	   how	  music	   genres,	   particularly	   HM,	   can	   be	   portrayed	   as	   musically	   and	  sonically	  homogenous.	  Is	  homogeny	  implied	  by	  social	  change?	  Does	  this	  echo	  the	  tensions	   identified	   by	   this	   research	   between	   performance	   capture	   and	  performance	   enhancement?	   To	   continue	   to	   research	   the	   technological	  phenomenology	  of	   recorded	  HM	  music	  would	   also	   aid	   the	   suggestions	  made	  by	  Zagorksi-­‐Thomas	  (2014,	  p.246)	  that	  a	  musicology	  of	  record	  production	  is	  closely	  linked	  to	  a	  recording	  ‘branch’	  of	  performance	  studies.	  This	  may	  also	  prove	  useful	  to	  musicologists	  researching	  HM	  performance	  in	  the	  live	  domain,	  and	  whether	  or	  not	  technology	  changes	  the	  balance	  of	  performance	  quality	  versus	  enhancement.	  This	  study	  could	  also	  be	  appropriated	  to	  amateur	  music	  producers	  or	  self-­‐recording	   artists	   that	  work	   away	   from	   the	   traditional	   studio	   space.	   Artists	   like	  Cloudkicker,	   (Beacons,	   2010),	   who	   performs	   and	   records	   all	   of	   his	   own	   music	  from	  home,	  exemplify	  the	  home	  studio	  based	  HM	  musician.	  With	  so	  much	  music	  now	   being	   made	   away	   from	   the	   studio,	   as	   identified	   by	   the	   participants,	  particularly	  ME,	  a	  natural	  progression	  from	  this	  study	  would	  be	  to	  use	  the	  same	  framework	  and	  deconstruct	  how	  HM	  music	   can	  be	  made	  away	   from	   the	   studio.	  The	  problem	  with	  approaching	  these	  kind	  of	  music	  producers	  is	  that	  they	  would	  all	   vary	   so	  much	   in	   their	  access	   to	  knowledge	  and	  equipment.	  Although	  each	  of	  the	  participants	   that	   took	  part	   in	   this	   research	  worked	  very	  differently,	   they	  all	  had	  access	  to,	  or	  owned,	  what	  could	  be	  classed	  as	  a	  traditional	  recording	  studio,	  in	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that	   they	  had	   separate	   live	   spaces	   and	   control	   rooms,	  often	  with	  both	  analogue	  and	   digital	   mixing	   desks	   and	   outboard	   processing	   units.	   The	   home	   music	  producer	  could	  be	  distinguished	  from	  the	  participants	  of	  this	  study	  by	  their	  lack	  of	  ‘live’	  space	  or	  traditional,	  large	  scale,	  recording	  studio	  equipment.	  	  	  
7.2.3 Historical	  Perspective	  and	  Expanding	  the	  Timeline	  This	   research	   focuses	   on	   HM	   music	   recorded	   between	   October	   1969	   (Black	  Sabbath’s	   self	   titled	  debut	   album	   recording	   sessions)	   and	  17th	  November	  2014	  (date	  of	  the	  last	  interview,	  with	  MF).	  This	  timeframe	  is	  significant	  because	  of	  the	  music	   that	   was	   recorded	   within	   it	   and	   also	   as	   it	   reflects	   the	   careers	   of	   the	  participants.	   By	   presenting	   this	   unique	   sample,	   this	   study	   has	   developed	   a	  narrative	  that	  encompasses	  a	  vast	  canon	  of	  musical	  works	  and	  perhaps	  even	  set	  itself	  the	  impossible	  task	  of	  presenting	  recorded	  HM	  music	  as	  a	  direct	  result	  of	  the	  technological	   developments	   in	   this	   time	   frame.	   The	   intention	   was	   simply	   to	  identify	   the	   relationship	   that	   producers,	  who	  worked	  with	  HM	  music,	   had	  with	  music	  technology	  over	  the	  course	  of	   their	  careers.	   It	   is	  hoped	  that	  this	  has	  been	  achieved	  through	  the	  broad	  chronology	  that	  the	  narrative	  has	  constructed.	  There	  a	  number	  of	  ways	  in	  which	  this	  timeframe	  could	  have	  been	  changed,	  and	   could	   indeed	   be	   enhanced	   for	   further	   research.	  Walser	   (1993a)	  Weinstein	  (2000)	  both	  present	   chronological	  narratives	  of	  how	  HM	  changed	  over	   the	   four	  decades	   between	   their	   offerings	   and	  1969.	   These	   seminal	  works,	   that	   are	   often	  argued	   as	   the	   beginning	   of	   Metal	   Studies	   in	   popular	   musicology,	   present	   the	  different	   sub-­‐genres	   that	   developed	  over	   time:	  Death;	  Glam;	   Speed;	   and	  Thrash	  for	   example.	   One	   way	   that	   this	   research	   could	   progress	   is	   by	   focussing	   on	   the	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technology	   and	   producers	   of	   one	   particular	   sub-­‐genre	   of	   HM,	   specific	   to	   the	  period	  of	  time	  in	  which	  the	  sub-­‐genre	  developed.	  One	  example	  could	  be	  a	  focus	  on	  the	  Bay	  Area	  Thrash	  Metal	  movement	   in	  the	  1980’s	  and	  producers	  who	  worked	  with	   bands	   like	  Metallica	   and	   Exodus.81	  As	   this	   study	   presents	   its	   findings	   as	   a	  global	  outcome,	  with	  no	  specific	  focus	  on	  subgenre,	  it	  would	  benefit	  from	  closing	  in	   on	   various	  movements	  within	   recorded	  HM	  music.	   The	   production	   elements	  explored	   throughout	   chapter	   3.2	   could	   be	   further	   investigated	   as	   individual	  studies.	  For	   instance,	  a	  phenomenological	  study	  that	   focuses	  on	  the	  prominence	  of	   the	   bass	   drum	   in	   HM	   productions,	   and	   its	   relation	   to	   technological	  development,	  would	  provide	  popular	  musicologists	  with	  a	  complementary	  study	  that	   coexists	   with	   the	   current	   HM	   production	   methodology	   studies	   (Mynett,	  2014).	  Understanding	  how	  HM	  producers	  make	  sense	  of	  the	  individual	  elements	  of	  recorded	  HM	  music	  would	  be	  an	  insightful	  step	  forward.	  In	   contrast	   to	   a	   sub-­‐genre	   or	   period-­‐of-­‐time	   focussed	   study,	   the	   findings	  presented	  here	   could	  also	  be	  used	   to	  work	   towards	   framing	  predictions	  of	  how	  recorded	   HM	   music	   will	   continue	   to	   change,	   influenced	   by	   developing	   music	  technology	  and	  the	  fragmentation	  of	  the	  recording	  process.	  Potential	  for	  focussing	  a	   study	   on	   the	   outputs	   of	   one	   specific	   producer	   could	   provide	   a	   unique	  perspective	   across	   their	  discography.	   It	   could	   indeed	  be	  questioned	  whether	  or	  not	   multi-­‐track	   technology,	   if	   it	   continues	   to	   develop	   any	   further,	   will	   actually	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
81	  Kahn-­‐Harris	  highlights	  this	  as	  a	  significant	  sub-­‐genre,	  both	  musically	  and	  geographically:	  ‘Whilst	  the	  Extreme	  Metal	  scene	  is	  characterised	  by	  a	  far	  greater	  level	  of	  decentralisation	  than	  Heavy	  Metal,	  local	  scenes	  have	  also	  been	  important	  in	  its	  development.	  Local	  scenes	  have	  been	  particularly	  important	  in	  pioneering	  new	  styles	  that	  have	  gone	  on	  to	  be	  popular	  throughout	  the	  global	  scene.	  In	  the	  1980s,	  the	  San	  Francisco	  Bay	  Area	  scene	  was	  crucial	  in	  the	  development	  of	  Thrash	  (involving	  bands	  such	  as	  Exodus	  and	  Metallica)’	  (Kahn-­‐Harris,	  2000,	  p.16)	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make	  any	  dramatic	  impact	  on	  the	  way	  in	  which	  recorded	  HM	  music	  is	  made	  in	  the	  future.	  As	  it	  seems	  that	  fragmentation	  of	  the	  recording	  process,	  and	  also	  between	  the	   live	  and	   recorded	  HM	  artefact,	   has	   created	   the	  accepted	   ideals	   for	   recorded	  HM	  is	  it	  possible	  for	  technology	  to	  keep	  shaping	  these	  ideals?	  The	  ideals	  seem	  to	  be	  rooted	   in	   the	  genres	  musical	  history,	   it	   could	  be	  said,	   for	   instance,	   that	  early	  HM	   recordings	   conveyed	   impact	   and	   energy,	   whilst	   development	   has	   caused	  these	  ideals	  to	  be	  more	  explicit.	  With	  this	  in	  mind,	  the	  act	  of	  constructing	  an	  ideal,	  or	   at	   least	   the	   concept	   of,	   negates	   the	   ideal	   being	   furthered.	   However,	   a	  speculative	  study,	  based	  on	  the	  super-­‐ordinate	  themes	  from	  this	  research	  would	  reveal	  whether	   or	   not	   producers	   feel	   as	   if	   recorded	  HM	  music	  will	   continue	   to	  progress	  or	  whether	  it	  has	  fulfilled	  the	  ideals	  that	  have	  been	  created.	  	  	  
7.2.4 In	  Consideration	  of	  Loudness	  During	  the	  course	  of	  this	  research	  new	  developments	  have	  been	  made	  specific	  to	  audio	  mastering.	  The	  technology	  that	  was	  explored	  earlier	  in	  this	  thesis	  (section	  2.5)	  has	  been	  superseded	  by	  new	  recommendations	  and	  processes.	  As	  it	  is	  not	  the	  intent	  of	  this	  study	  to	  stray	  into	  psychoacoustic	  analysis,	  this	  section	  presents	  an	  overview	  of	  the	  technological	  changes	  that	  are	  changing	  the	  ways	  in	  which	  music	  is	  mastered	  and	  the	  impact	  this	  is	  having	  on	  the	  music	  industry	  more	  widely.	  As	  part	  of	  the	  reflective	  process	  this	  section	  also	  suggests	  an	  area	  of	  further	  research,	  drawing	  upon	  the	  themes	  of	  technological	  influence	  revealed	  by	  this	  study.	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Hugh	  Robjohns’	  The	  End	  of	  The	  Loudness	  War?	  (Sound	  on	  Sound	  Magazine,	  February	   2014) 82 	  explores	   the	   nature	   of	   the	   technological	   shift.	   Robjohns	  discusses	  the	  impact	  of	  renowned	  mastering	  engineer	  Bob	  Katz’s	  statement	  at	  the	  
Audio	  Engineering	  Society	   (AES)	   conference	   in	  2014	   that	   ‘the	   loudness	  wars	  are	  over’	   (n.p),	  as	  well	   the	  changing	   landscape	  of	  audio	  post-­‐production	  due	  to	  new	  regulations	   and	   streaming	   formats.	   As	   discussed	   in	   section	   2.5	   there	   has	   been	  increased	  focus	  on	  the	  perceived	  loudness	  of	  recordings	  with	  the	  development	  of	  digital	   technology	   partly	   responsible,	   as	   well	   as	   the	   reduction	   of	   dynamics.	  Dynamic	   range	   analysis,	   as	   a	   way	   of	   metering	   perceived	   loudness,	   is	   now	  becoming	   obsolete.	   The	   crux	   of	   Robjohns’	   article,	   and	   Katz’s	   statement,	   is	   the	  implementation	   of	   ‘loudness	   normalistion’	   (n.p)	   across	   various	   digital	   playback	  formats;	   iTunes’	   ‘Sound	  Check’	  being	  one	  noteworthy	  example.83	  Essentially	   this	  automatically	   adjusts	   playback	   level	   of	   each	   track	   so	   that	   completely	   different	  recordings	  will	  both	  have	  the	  same	  perceived	  loudness.	  Internet	  based	  streaming	  services	  now	  employ	  this	  technology	  widely	  as	  well	  as	  digital	  personal	  playback	  formats.	  Robjohns	  states	  that	  the	  use	  of	  loudness	  normalisation	  technology	  makes	  ‘mastering	  to	  maximise	  loudness	  […]	  futile’	  (n.p).	  As	  a	  result,	  recordings	  that	  have	  been	   hyper-­‐compressed	   and	   limited	   destructively	   are	   made	   to	   sound	   ‘flat’	   or	  ‘boring’	   by	   the	   new	   technology,	   in	   comparison	   with	   recordings	   that	   have	   been	  mixed	   to	   retain	   musical	   dynamics.	   As	   the	   music	   industry	   embraces	   streaming	  from	  digital	   playback	   platforms	   the	   recording	   industry	   can	   perhaps	   take	   a	   step	  away	  from	  destructive	  limiting.	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
82http://www.soundonsound.com/sos/feb14/articles/loudness-­‐war.htm?print=yes	  [online]	  accessed	  28/02/2016	  83	  https://support.apple.com/en-­‐gb/HT201724	  [online]	  accessed	  28/02/2016	  
	  	  	   305	  
Loudness	   normalisation	   technology	   relates	   directly	   to	   the	   analogy	  made	  earlier:	   the	   increase	   in	   volume	   when	   television	   adverts	   start	   in	   between	  programmes	   (see	   p.76).	   Robjohns	   explains	   the	   technical	   history	   of	   broadcast	  sound	  operators	  working	  with	  sound	  levels	  in	  his	  article,	  mirroring	  the	  analogue	  to	  digital	  domain	  in	  the	  audio	  industry.	  The	  exploitation	  of	  digital	  technology	  for	  broadcast	   by	   advertising	   companies	   created	   the	   noticeable	   volume	   jumps	  between	   programming	   and	   advertisements.	   As	   a	   result	   of	   complaints	   from	   the	  general	   public,	   the	   International	   Telecommunication	   Union	   (ITU)	   published	   its	  recommendation	   (ITU-­‐R	   BS.1770-­‐4	   is	   the	   latest	   version	   as	   of	   October	   2015):	  
Algorithms	   to	  Measure	   Audio	   Programme	   Loudness	   and	   True-­‐Peak	   Audio	   Level.84	  This	  document	  is:	  […]	  a	  technical	  recommendation	  which	  defines	  a	  ‘loudness	  metering’	  algorithm	  […]	  which	  provides	   a	   standardised,	   objective	   and	   reliable	   means	   of	   measuring,	   comparing	   and	  adjusting	  programme	  loudness.	  (Robjohns,	  2014,	  n.p.)	  	  This	  standard,	  the	  original	  ITU-­‐R	  BS.1770,	  was	  adopted	  in	  2006.	  	  The	   audio	   industry	   has	   drawn	   upon	   this	   recommendation,	  with	   services	  like	  Spotify	  and	  iTunes	  employing	  loudness	  normalisation	  technology	  within	  their	  software	   architecture.	   It	   is	   the	   rollout	   of	   such	   technology	   across	   such	   popular	  streaming	  platforms,	  that	  critics	  of	  dynamic	  range	  reduction,	  like	  Katz,	  hope	  will	  influence	  the	  recording	  industry	  and	  bring	  musical	  dynamics	  back	  into	  focus	  for	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
84	  https://www.itu.int/dms_pubrec/itu-­‐r/rec/bs/R-­‐REC-­‐BS.1770-­‐4-­‐201510-­‐I!!PDF-­‐E.pdf	  [online]	  accessed	  28/02/16	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music	  producers	   and	  mastering	   engineers.85	  What	  does	   this	  mean	   for	   engineers	  and	   producers?	   There	   will	   need	   to	   be	   a	   period	   of	   changeover	   and	   Robjohns	  recommends	   that	   BS	   1770.4	   metering	   plugins	   are	   employed	   in	   the	   DAW	  environment	   so	   that	   music	   makers	   can	   begin	   to	   familiarise	   themselves	   (or	   re-­‐educate)	  with	   the	  new	   loudness	  normalisation	  environment.	  Companies	  such	  as	  NUGEN	  Audio	  and	  TC	  Electronics	  are	  already	  offering	   loudness	  metering	   that	   is	  fully	  compliant	  (NUGEN	  Audio’s	  VisLM	  2	  and	  TC	  Electronics	  LCn	  Loudness	  Correct	  both	  provide	  a	  Native	  DAW	  function	  as	  well	  as	  a	  stand	  alone	  application).	  	  In	  time	  DAW	  software	  developers	  are	   likely	   to	   implement	   the	  new	  metering	   technology	  into	  their	  own	  architecture,	  changing	  the	   listening	  environment.	   	  The	  advantage	  for	   engineers	   and	  producers	   is	   the	   ability	   to	  use	   the	  dynamic	   range	   that	   digital	  technology	  affords.	  	  The	   changing	   paradigm	   of	   loudness	   within	   record	   production,	   whilst	  highlighting	   it	   as	   one	   aspect	   of	   music	   production	   that	   has	   been	   influenced	   by	  technological	  development,	  is	  something	  that	  this	  study	  has	  not	  been	  able	  to	  draw	  an	   informed	   conclusion	   of,	   based	   on	   the	   data	   collected.	   It	   is	   worth	   noting	   that	  loudness	   and	   the	   resultant	   qualities	   discussed	   here	   and	   in	   section	   2.5	   are	   not	  explicitly	   linked	   to	   recorded	   HM	  music,	   nor	   does	   HM	  music	   imply	   any	   form	   of	  genre	   specific	   standard	   for	   perceived	   loudness.	   	   The	   examples	   of	   destructive	  loudness	   within	   recorded	   HM	   that	   were	   highlighted	   in	   section	   2.5	   do	   however	  support	   the	   problematic	   nature	   of	   dynamic	   range	   reduction	   in	   recorded	   HM	  music.	   An	   avenue	   for	   further	   research	   would	   be	   to	   conduct	   a	   specific	   study	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
85	  https://news.spotify.com/uk/2015/06/10/20-­‐million-­‐reasons-­‐to-­‐say-­‐thanks/	  [online]	  accessed	  28/02/2016	  –	  as	  of	  10/06/2015	  Spotify	  reached	  40	  million	  active	  users	  of	  its	  online	  streaming	  services.	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relating	   to	   mastering	   engineers	   who	   work	   extensively	   on	   recorded	   HM	   music.	  This	   would	   potentially	   allow	   for	   the	   presentation	   of	   a	   phenomenological	  interpretation	  of	  technology,	  and	  its	  impact,	  within	  HM	  mastering	  processes.	  	  The	   participants	   of	   this	   study	   did	   not	   work	   solely	   within	   the	   audio	  mastering	   industry.	   Most	   discussed	   that	   mastering	   was	   often	   something	   they	  approached	   for	   projects	   with	   lower	   budgets	   but	   most	   preferred	   to	   purely	  engineer,	   mix,	   and	   produce	   records,	   leaving	   mastering	   to	   specific	   mastering	  engineers.	   Some	   participants,	   RD	   for	   example,	   spoke	   of	   sending	   tracks	   to	  mastering	  engineers	  they	  knew	  and	  used	  frequently,	  as	  they	  worked	  well	  for	  the	  aesthetics	   he	   aspired	   to	   create	   within	   mixes.	   Academic	   study	   of	   loudness	  normalisation	  will	  surely	  follow	  the	  technological	  paradigm	  shift,	  perhaps	  with	  a	  more	   optimistic	   outlook	   than	   the	   discussion	   surrounding	   the	   ‘Loudness	   Wars’	  (Vickers,	  2010)	  has	  previously	  afforded.	  	  	  
7.3 Other	  Genres	  of	  Music	  As	   this	   study	  has	   focused	  purely	   on	   the	   influence	   of	   technological	   development	  over	  recorded	  HM	  music	  a	  logical	  pathway	  through	  further	  research	  would	  be	  to	  develop	   the	   central	   themes	   in	  within	   the	   context	  of	   other	   genres	  of	  music.	  This	  could	  potentially	  focus	  inward	  to	  specific	  subgenres	  of	  HM,	  as	  well	  as	  outwards	  to	  other	  genres	  of	  music	  entirely.	  Due	   to	   the	   identification	  of	  GSPA,	   it	   is	   suggested	  that	   other	   genres	   of	   music	   would	   exhibit	   similar	   conditional	   aesthetics	  highlighting	   the	   issue	   of	   technological	   influence	   over	   the	   music	   production	  process.	   The	   participants	   of	   this	   study,	   whilst	   contributing	   heavily	   to	   recorded	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HM	  music,	  do	  not	  exclusively	  work	  with	  HM	  music.	  This	  advocates	  the	  potential	  wider	  reaching	  discourse	  of	  this	  research.	  HM	  was	  selected	  due	  to	  the	  researchers	  own	  experience	  and	  the	  youthful	  nature	   of	   Metal	   Studies.	   It	   has	   also	   become	   closely	   linked	   to	  music	   technology	  (Mynett,	   2014),	   through	   popular	   culture	   and	   journalism.	  Other	   genres	   of	  music	  that	  exhibit	  the	  same	  kind	  of	  links	  include	  the	  different	  genres	  of	  electronic	  dance	  music	   and	  pop	  music.	   Similar	   research	  pathways	  exist	   and	   ‘recorded	  HM’	   could	  easily	  be	  replaced	  in	  this	  thesis’	  research	  question	  to	  encompass	  either	  of	  these.	  Other	   genres	   of	   music	   that	   display	   the	   reverse	   of	   these	   links,	   a	   potential	  ambivalence	   to	   technology,	   such	   as	   classical	   and	   jazz,	   would	   also	   be	   viable	  avenues	  for	  further	  research	  of	  this	  type.	  	  The	   notion	   of	   technological	   influenced	   fragmentation	   of	   the	   recording	  process	  would	  be	  of	  interest	  to	  a	  much	  wider	  audience	  of	  musicologists	  than	  just	  those	  who	  work	  in	  the	  field	  of	  popular	  musicology.	  Katz	  (2004)	  and	  Taylor	  (2010)	  begin	   to	   explore	   the	   influence	   of	   technology	   on	   different	   genres	   of	   music,	  considering	   how	   recorded	  music	   relates	   to	   the	  western	   art	  music	   tradition	   and	  the	   phonograph	   as	   a	   dissemination	   tool.	   Using	   a	   similar	   approach	   as	   this	   study	  could	  illuminate	  how	  producers	  working	  with	  classical	  music,	  for	  example,	  work	  and	  relate	  to	  the	  expectations	  that	  permeate	  the	  production	  process.	  	  	  	  
7.4 Other	  Artforms	  Further	   to	   exploring	   the	   themes	  highlighted	  by	   this	   research	   in	   other	   genres	  of	  music,	  other	  technologically	  mediated	  art	  forms	  could	  also	  be	  explored.	  The	  two	  art	   forms	   that	   would	   seem	   most	   appropriate	   to	   explore	   in	   this	   way	   would	   be	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filmmaking	  and	  photography.	  Both	  forms,	  as	  well	  as	  being	  industries	  within	  their	  own	   right,	   have	  witnessed	   almost	   identical	   technological	   development	   as	  music	  production.	   Coincidentally	   it	   could	   be	   argued	   that	   filmmaking	   and	   music	  production	   developments	   have	   been	   intrinsically	   linked	   at	   various	   points	   in	  recent	   history	   (Taylor,	   2001,	   p.93).	   Both	   filmmaking	   and	   photography	   involve	  capturing	   a	   performance	   whether	   portrayed	   by	   actors	   on	   a	   soundstage	   or	   a	  moment	  in	  time	  captured	  by	  a	  stills	  camera.	  This	  research	  details	  how	  technology	  has	   influenced	   the	   capture	   of	   HM	  music,	   similar	   to	   the	   technology	   used	   in	   the	  above	   mediums.	   These	   mediums	   also	   make	   use	   of	   technologically	   influenced	  editing	   to	   change	   the	   original	   captured	   performance:	   music	   is	   quantised	   and	  tuned	   to	   perfect	   and	   improve	   the	   captured	   performance;	   film	   footage	   is	   edited	  together	   or	   trimmed	   to	   alter	   how	   the	   audience	  perceives	   the	  performance;	   and	  photographs	  can	  be	  digitally	  edited,	  or	  photoshopped,86	  to	  alter	  the	  image	  to	  the	  taste	   of	   the	   photographer.	   The	   similarities	   of	   the	   processes	   of	   these	   mediums	  indicated	   that	   anticipated	   use	   and	   potential	   use	   of	   technology	   could	   indeed	   be	  concepts	  that	  the	  artists	  involved	  struggle	  with.	  It	  could	  be	  assumed	  that	  because	  of	  this	  both	  of	  these	  mediums,	  and	  their	  respective	  industries,	  fall	  victim	  to	  being	  more	  concerned	  with	  the	  enhancement	  of	  performances	  than	  capturing	  an	   ideal	  performance	  in	  the	  first	  instance.	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7.5 Closing	  Thoughts	  The	   participants	   of	   this	   study	   have	   revealed	   that	   recorded	   HM	   is	   heavily	  influenced	  by	  technology	  and	  how	  that	  technology	  has	  developed.	  Technological	  development	   in	   the	   field	   of	   music	   technology	   affords	   limitless	   potential	   and	  readily	   available	   technology	   demystifies	   the	   production	   process	   for	   the	   general	  population,	   introducing	   new	   anticipations	   for	   HM	   record	   producers.	   Producers,	  working	   within	   the	   HM	   genre,	   are	   faced	   with	   an	   ethical	   dilemma:	   how	   should	  technology	  be	  used	  and	  how	  will	  its	  use	  affect	  the	  production	  process	  at	  different	  stages?	  	  This	   study	   suggests	   that	   two	   opposing	   forces,	   the	   anticipated	   use	   of	  technology	  and	   the	  potential	  use	  of	   technology	  within	  music	  production	  are	   the	  primary	  causes	  of	   this	  dilemma.	  A	   fragmented	  recorded	  process	   is	  promoted	  by	  these	  concepts	  and	  has	   led	  to	  recorded	  HM	  music	  advocating	  an	  approach	  more	  concerned	  with	  performance	  enhancement	  than	  celebrating	  performance	  capture.	  Mumford’s	   ‘post-­‐historic	   man’	   (1958,	   p.5)	   could	   be	   seen	   to	   have	   predicted	   the	  outcomes	   of	   this	   study,	   if	   a	   substantive	   view	   were	   to	   be	   taken.	   The	   balance	  between	   external	   progression	   and	   internal	   regression	   draw	   parallels	   with	   the	  tensions	   between	   performance	   capture	   and	   enhancement.	   Definitively,	  technological	  development	  has	  been	  crucial	  in	  the	  identification	  of	  accepted	  ideals	  for	   recorded	  HM	  music,	   ideals	   that	   reflect	   the	   sonic	   characteristics	  of	   the	   genre	  and	  the	  limited	  existing	  research	  on	  HM	  record	  production.	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  Sumerian.	  CD.	  SUM-­‐044	  Periphery	  (2012)	  Periphery	  II:	  This	  Times	  It’s	  Personal.	  USA:	  Sumerian.	  CD.	  SUM-­‐226	  Polar	  (2014)	  Shadowed	  By	  Vultures.	  UK:	  IATDE.	  CD.	  IATDE061	  Spinal	  Tap	  (1984)	  This	  Is	  Spinal	  Tap.	  UK:	  Polydor.	  817	  846-­‐2	  Stampin’	  Ground	  (2001)	  Carved	  From	  Empty	  Words.	  UK:	  Century	  Media.	  CD.	  77337-­‐2	  Structures	  (2011)	  Divided	  By.	  Sumerian	  Records.	  CD.	  SUM-­‐104	  Sylosis	  (2012)	  Monolith.	  UK:	  Nuclear	  Blast.	  CD.	  NB	  2879-­‐2	  Trivium	  (2011)	  In	  Waves.	  US:	  Roadrunner.	  CD.	  177565	  Vallenfyre	  (2011)	  A	  Fragile	  King.	  US:	  Century	  Media.	  CD.	  8764-­‐2	  Van	  Halen	  (1978)	  Van	  Halen.	  US:	  Warner	  Bros.	  LP.	  BSK	  3075	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Filmography	  
Classic	  Albums:	  Black	  Sabbath	  (2010)	  [DVD]	  London:	  Eagle	  Rock	  	  Dunn,	  S.,	  S.	  McFadyen	  and	  J.	  Wise	  (2005)	  Metal:	  A	  Headbanger’s	  Journey.	  [DVD]	  Toronto:	  Banger	  Films	  Inc.	  	  	  Dunn,	  S.	  and	  S.	  McFadyen	  (2012)	  Metal	  Evolution:	  The	  Series.	  [Blu	  Ray].	  Toronto:	  Banger	  Films	  Inc.	  	  	  	  King,	  B,	  B.	  (2009)	  Live	  at	  Montreaux	  1993	  [DVD].	  London:	  Eagle	  Rock.	  	  Reiner,	  R.	  and	  M.	  McKean	  (1984)	  This	  Is	  Spinal	  Tap	  USA:	  Spinal	  Tap	  Productions	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A:	  Example	  Interview	  Transcriptions	  The	  following	  pages	  have	  been	  selected	  to	  provide	  examples	  of	  the	  transcription	  and	  coding	  process	  highlighted	  in	  chapter	  4.	  The	  full	  interviews	  have	  been	  stored	  on	   a	   secure	   server	   and	   the	   extracts	   below	   are	   intended	   for	   further	  contextualisation	   of	   the	   methods	   used.	   Each	   interview	   transcription	   features	  columns	  used	   for:	   time	  notes;	   emergent	   themes;	   full	  discourse;	   and	  exploratory	  comments.	   All	   transcriptions	   were	   coded	   manually,	   with	   the	   exploratory	  comments	  column	  being	  used	   for	   the	   initial	  and	  re-­‐reading	  reactions.	  Following	  these	  transcription	  examples	  are	  examples	  of	  further	  readings	  of	  specific	  extracts	  of	  text	  that	  were	  highlighted	  to	  be	  of	  importance.	  Notes	  and	  highlighting	  was	  done	  by	  hand	  at	  this	  stage.	  	  








attempts)to)get)the)right)song)over)the)top)of)it.)))I:)But)that)was)still)about)feel?))TA:) That)was) about) feel.) It) just) had) a) great) feel.) And) it)was) a) great) riff.) I)was)listening)to)it)and)it)was)sending)shivers)down)my)spine.)Glen)was)determined)it)should)have)a)heavy)guitar,)so)I)let)him)record)one)that)we)stuck)straight)up)the)middle)but)they)just)had)their)guitars)turned)down)so)I)could)listen)to)the)drums,)setup)in)the)rooms,)and)they)had)a)bit)of)crunch)from)the)overdrive)and)the)bass)was)probably)direct,) they)didn’t)have)guide)vocals)or)anything.) It)was) just) this)idea.)One)take.)It)wasn’t)even)supposed)to)be)a)take.)))))))






Discourse!))I:)So)could)you)tell)me)about)your)first)steps)into)music)production?))TA:)I)got)a)job)as)an)engineer)at)a)little)4)track)studio)in)the)West)End.)Which)I)sort)of) really) fell) into)by)mistake,) I)had)done)a) job)at)Decca)studios)as)a) junior)dog’s)body.)Just)a)holiday)job.)I’d)ran)into)a)lot)of)people,)I)ran)into)one)of)them,)he) was) driving) a) sports) car) at) a) motor) race) meeting) at) Brans) Hatch.) I) just)happened)to)run)into)him,)and)urm,)he)introduced)me)to)this)studio)where)one)of)the)old)Decca)engineers)was)working)and)he)needed)somebody)to)help)him)and)I)just)simply,)did)I)want)to)give)it)a)crack?)And)I)thought)it)would)be)quite)fun)for)6)months.)It)was)easier)to)fall)into)it)in)those)days.)The)equipment)was)so)simple)by)comparison)to)today.)It)was)a)simple)12)in)4)out)console,)one)4)track)machine,)couple)of)1/4”)machines,)an)EMT)plate.)I)think)one)limiter)compressor,)that’s)all)we)had,)no)outboard)EQ,)no,) there)might)have)been)one.)We)might)have)had)a)Pultec.) The) EQ) on) the) board) was) really) really) basic.) And) there) wasn’t) much)routing) or) anything) so) it) wasn’t) all) that) difficult) to) learn) it.) We) had) a) nice)compliment)of)mics)and) it)was)a)brilliant) little)studio.)We)did)a) lot)of)quite)big)work)there.))I:)Is)this)Regent)Sounds?)TA:)Regent)Sounds,)yeah,)The)Bonzo)Dog)Doo)Dah)Band.) I)did)the)whole)of) the)first)Sabbath)album)in)that)studio,)recorded)and)mixed)in)that)studio.)Second)one)we)did)the)tracks)in)there)and)sent)them)off)to)Island)studios)to)finish)them)off.)So) there)was) some,)a) lot)of) good)music.) I)did)Ralph)McTell’s) first) album) there.)Urm,) there)was)Michael)Chapman,) a) couple)of) things)with)him,) and)as) I) say,) it)was)a) really) really)effective)studio)and)a)great)place) to) learn)because) it)wasn’t)very) big,) but) we) used) to) cram) in) medium) sized) orchestras,) we’d) put) the)
Exploratory*Comments!))))Fell) into) the) job) by) accident)and) ended) up) assisting) at)Regent)Sounds)London.)))Simple) equipment) (late)60s),)all) analogue) with) limited)outboard)processing.)))Simple)to)learn.))))))))))Regents) Sounds) (Denmark)Street)) a) lot) of) great) music)recorded) there.) First) two)Black) Sabbath) records.) Size)was)something)to)work)with,)it) was) small,) so) had) to)improvise.)







Discourse!))I:)So)could)you)tell)me)about)your)first)steps)into)music)production?))RR:)Yeah,)its,)hard)to)know)exactly.)Its)all)kind)of)random)steps)at)various)points)in)my)life)which)came)together.)It)started)when)I)was)a)kid,)my)dad)worked)for)Grundig,) a) German) audio) company) so) we) always) had) tape) recorders) and)microphones) in) the)house.) I) used) to) record)my)own) little) radio) shows,)when) I)was)7/8)years)old.)Used)to)record)all)our)family)get)togethers)and)stuff)like)that,)Christmas)day)was)always) recorded)on)cassette.) Sunday)nights) top)40) I)would)record) and)do)my)own) voice) over) for) it,) things) like) that.) So) yeah,) even) at) 7/8)years)old)I)could)put)a)microphone)in)the)right)place)and)push)record)on)a)tape)machine.)Obviously)that)hasn’t)got)much)resemblance)to)recording)a)band,)but)it)was)a)good)start.)But)then)just)playing)in)bands)myself) for)bands)for)years)and)going)to)loads)of)studios,)being)really)pissed)off)that)no)one)could)ever)get)it)to)sound)how)we)wanted) it) to.)Meeting)a) few) really) cool)people)who)were) really)good,)who)were)really)into)it)and)interested.)They)gave)me)a)kind)of)interest)in)it)myself.) I)was)always) the)one,)always)set)up) the)PA) for) the)band)and) I)did) that)kind)of)stuff,)always)that)way)inclined.)And)there)was)a)guy)called)Alan)Course)who)had)a) little)studio) in)his)back)garden)and)we)used)to)go)an)record)there.) I)used)to)ask)him,)whats)going)on?)He)was)really)into)showing)me)stuff)and)I)say)he’s)quite) responsible) for)me)getting) into) it.)Over) time) I) got) into) slightly)more)successful)bands,) and)we)needed)bigger)PA)and)proper)mixing)desks)and) stuff)like)that.)We)bought)a)huge)PA,)we)were)spending)a)lot)of)money)renting)them)and)then)of)course)everybody)was)like)‘you’ll)have)to)use)it,)you’ll)have)to)set)it)up’,)so)I)had)to)learn)all)about)that.) Just)by)doing)all)this)you)kinda)get)to)grips)with) mic) placement) and) you) learn) your) frequencies) so) you) can) get) rid) of)feedback)and)slowly) it) just) sort)of)built)up.)And) then,) at) that) stage) I)was)quite)
Exploratory*Comments!))))Affinity) for) recording) and)technology)since)an)early)age.)Musician) in) bands) for) years)and) leaned) towards) live)sound) and) small) scale)production) jobs.) Live) sound)work)led)to)studio)work)as)he)was) the) only) one) who) was)interested.) Learning) on) the)job.))))))))))))))))
Interview)Transcription)–)Russ)Russell)(RR))&)Niall)Thomas)(I)))
) 36)
)))Abuse)of)tech?))))))Metal) Specific)Tech)))))))))))))Abuse) of)technology) to)create)sound.))))
what)am)I)going)to)do?)I)might)leave)it,)it)might)be)alright,)it)might)be)a)bit)too)far)out,)so)I)might)tune)that)one)note)of)the)whole)performance.)Who)fucking)cares?)Does) it)mean)you)can’t) sing,)no) it)doesn’t.)Does) it)mean) its)going) to)go)E) IU)R.)People)who)know)how)to)use)these)things)properly)don’t)make)them)sound)like)that.)))The) Kemper) is) born) out) of) people) wanting) massive) guitar) tones) when) they)haven’t) got) the) facility) to) do) it.) You) can) tell,) if) you) go) on) the) Kemper) tone)exchange) or) something,) 99%) of) people) on) there) are)metallers.) Definitely.) The)whole)thing,)Superior)Drummer,)all)that)kind)of)thing)what’s)the)biggest)selling)packs,)it’s)the)metal)ones.)Or)maybe)not)selling,)downloaded.)))I:)Do)you) think)since)perhaps,) the) last)40)years) for)example,)do)you) think) that)relationship)has)changed?))RR:)Well)even)if)you)go)right)back)to)the)beginning)of)HM…))I:)Stop)you)there.)Where)is)that?))RR:) Ooooooh.) [sighs]) for) me) its) got) to) be) Sabbath.) I) think.) I) know) I) can) be)disproved)factually)on)that,)I)know)other)people)made)heavy)records)previous)to)that)but)for)me)I)would)have)to)say)Sabbath.)But)if)you)go)right)back)to)the)early)days)of)bands)wanting)to)play)loud,)high)gain)music,)the)amplifiers)didn’t)exist)to)be)able)to)do)what)they)wanted)to)do.)And)they)bastardized)amps,)they)chained)them)together,)they)had)their)mate)who)knew)how)to)work)a)soldering)iron)do)various)mods) and) you) know.) It)was) all) about,) fucking) shit) up,) to)make) things)happen) how) you) wanted) it.) And) then) they) brought) out) Marshall) Amps) and)everyone)went)hallelujah,)this)does)what)we)want)it)to)do.)You)can’t)tell)me)Jim)Marshall)made)that)amp)just)because)he)wanted)to.)Just)on)a)whim.)He)made)it)
performance)techniques.)))))))))))))))))))))))Amplification)and)PA)systems)have) developed) as) a) direct)result) of) HM) artists) wanting)and) expecting) more) from)technology.))







Discourse!))I:)So)could)you)tell)me)about)your)first)steps)into)music)production?))RD:)Well,)I)was)in)a)band)a)very)long)time)ago)and)I)always)enjoyed)being)in)the)studio)more)with) them) than) actually) being) in) the) band) and,) so)we’d) go) in) the)studio)and) I’d) just)be) fascinated)with)all) that)stuff)and)anything) to)do)with) the)band)I)wasn’t)really)that)bothered)about.) )Eventually) I)decided)to)kind)of) leave)that) band) thing) and) kind) of) go) into) learning) about) production) really) and)engineering)and)you)know)the)science)behind)the)sound)and)all)that.))It)just)went)from)there)really.)I)built)a)studio)on)the)side)of)my)house)and)‘cos)Wales)at)the)time)had)a)really)strong)music)scene)and)I)ended)up)doing)a)bunch)of)bands)that)have)now)got)really)great)careers)and)that)took)me)with)them)and)you)know)just)after)a)while)of)doing)it)my)phone)would)just)not)stop)ringing.)It)would)just)be)constantly)people)coming)you)know,) can)you)work)with)us?)Once) I) couldn’t) fit)any) more) gear) into) that) room) I) kinda) decided) to) move) the) studio) into)somewhere.)So)I)got)another)place)and)then)it)really)took)off) for)me.) I)was) like)uh,)I)was)getting)phone)calls)you)know,)from)bands)that)I)really)admired)and)uh,)yeah,)just,)it)went)from)there)pretty)much.))I:) Is) there) sort) of,) a) seed) incident,) so) like) a) really) key)moment) you) remember)thinking,)this)is)it,)a)sort)of)change?))RD:) I) think,)when) I)did) an)album)called)Smart)Casual)by)Kids) in)Glass)Houses.)That)was)a)pretty)big)moment) for)me)because)Roadrunner) [records])put) it)out)and)they)had)the)money)to)kind)of)really)push)the)record)out)and)you)know)it)charted) really) well) and) everyone) was) like,) it) was) a) really,) you) know,) a) lot) of)people) were) waiting) to) hear) this) album) and) when) it) finally) came) out) like)




generation)now)and)people)just)expect)everything)done)really)quickly.))I:)So)speed)of)delivery)is)kind)of)an)issue?))RD:)Yeah)definitely,)it’s)crazy,)sometimes)people)want)something)then)it)just)sits)on)their)desk)for)ages.)That’s)just)the)way)it)is)now.)You)don’t)get)as)much)time)to)work)on)a)record)now)as)you)did)a)while)ago.))I:)Finally,)what)is)the)relationship)between)technology)and)HM.))RD:)Well,)I)think,)I)would)say)that)technology)is)playing)a)big)part)right)now,)in)the)sense)that,)for)example,)a)lot)of)the)heavy)guitarists)are)using)a)thing)called)Axe)FX)which) is)a)guitar)modelling)thing)and)you)can)dial) in)really)good)heavy)sounds)and)take)that)on)tour)and)that’s)your)amp.)So)you’ve)got)things)like)that)that)you)know,)There’s)not)a) lot)of)metal)players)now)who)are)taking)their)old)amps.) A) lot) of) them) are) using) this) new) technology.) I) think) the)metal) scene) in)particular)has)always)been)one)where,) its)always)had)a)strong)group)of)people)who) love) recording) at) home.)A) lot) of) people)who) are) into)metal) tend) to) have,)guitarists,) a) lot) of) them) have) their) own) setup) at) home) and) they) use) the)technology) to)do) their)metal) tracks.) I) think)especially)with) things) like)superior)drummer)and)software)packages,)a)lot)of)metal)people)are)using)them.)There)is)that)but)then)there) is)also)the)other)side)of) it)where,)HM)is)HM)you)know,) it) is)essentially)drums)bass) and) guitars) loud.)There) is) that) as)well.) I) don’t) think) its)shaped,) I)don’t) think) its) changed) the)way) it) sounds)but) I) think) the)way)people)make)it)maybe,)technology)has)played)a)part)in)it.)))I:) Do) you) think) that’s) the) same)with) other) genres?) Considering)where)we) are)now)with)technology.)
))))Time)pressures.))))))Tech) as) a) big) part) of) HM.)Guitarists)and)Axe)FX)(Guitar)modelling))–)convenience?))RD) thinks) community) is)driven) by) those) who) are)linked) to) tech.) Home)recordings) etc.) Superior)drummer) etc.) closely) linked)to)HM.))))HM) sound) has) not) changed)but) the)way) in)which)people)make) it) is) different) –)technological)influence.))))








Discourse!))I:)So)could)you)tell)me)about)your)first)steps)into)music)production?))OC:) Yep,) I) think) like,) I) kind) got) into) it) as) a) really) natural) thing) because) I)was)obsessed)with)music,)literally)since)I)was)a)child.)There)is)home)videos)of)me)as)a)toddler)‘what)are)you)going)to)do)when)you)grow)up?’)Play)guitar.)I)always)knew)I)was)going)to)work)in)music.)When)I)got)a)little)bit)older)I)got)inquisitive)about)building)things)and)taking)things)apart)and)engineering)in)general.)I)am)still,)you)know,)to)this)day),)fascinated)by)bricks)and)mortar,)and)nuts)and)bolts)of)things.)If) I’m)not) learning)about)something)music)based) its)engineering)based.)Always)kind)of)had)the)two)strong)interests)and)I)always)kind)of)new)they)were)going)to)come) together) in) some) capacity.) When) I) was) 14) I) used) to) have) you) know) a)crappy)4)track)tape)recorders)and)all)of)that)and)kind)fiddle)around)with)them)but)I)never)knew)that)was)what)I)was)going)to)do.)Its)always)been)there,)I)had)a)copy)of)Cubase)AV)on)my)dad’s)home)computer)which)I)used)to)play)around)with)midi) and) stuff) and) figure) it) all) out) cos)he)didn’t) know)how) to)use) it.) So) it)was)always)there)really.))I:)So)was)your)family)musical?)))OC:)Yeah)my)dad)was)a)bass)player)and)guitarist,)but)I)come)from)a)family)that)are) very) very) into) music,) even) if) they) don’t) play) it) themselves,) they) are) very)very…)My)whole)life)I)can)remember)being)woken)up)in)the)morning)with)music)playing)downstairs.)My)mum)used)to)play,)my)mum)told)me)when)I)was)a)baby)and)my)two)older)sisters)when)they)were)toddlers,)if)it)was)raining)outside)they)would)put)on,)you)know,)vinyls,)Led)Zeppelin)and)Hendrix)vinyls)and)we)would)sit) and) listen) to) it.) I) don’t) think) I) had)much) choice) in)music) because) it)was) so)




genre) where) predominately,) not) as) the) complete) everybody,) but)more% often%
than%not%people%do%want%to%follow,%as%opposed%to%lead.)Because)of)that)there)have)become)standard)preset)ideas)of)how)things)should)be)done.)For)example,)replacing)a)kick)drum)with)a)sample.)Its)more)common)than)uncommon)now)in)the)metal)genre.)I)think)that’s)a)shame,)I)do)think)that’s)a)shame)because)people)aren’t)really)asking)the)question)as)to)why)you)are)using)that)technology.)I)think)a) compressor) should) be) used) because) you) are) thinking) I) want) it) to) sound) a)certain)way)or)I)want)to)reduce)dynamic)range)rather)than)cos)that’s)what)you)do.) I) think) it’s) the) same)with) samples.) I) think) it’s) the) same)with) quantising.) I)think) it’s) the)same)with)pitch)correction.)You)always)need)to) think)about)what)you)want,) why) are) you) using) it.) So,) I) think) people) should) push) themselves) to)question)it)a)lot)more,)I)think)other)metal)producers)should)be)thinking)that)I’m)not)going)to)do)that,)because)I)want)to)not)do)that.)Its)great)when)you)are)let)off)the)lead)when)a)band)doesn’t)want)to)sound)like)everyone)else)cos)it)gives)you)the)opportunity.)Another)anecdote,)I)did)a)band)recently,)a)proper)hardcore)band)called)Backdown)from,)maybe)Southampton,)Im)not)sure.)The)drummer)came)in)and)said)I)don’t)want)drum)samples,)I)just)don’t)want)it.)The)first)thing)is,)that’s)limiting)me)because)you)are)not) letting)me) just) think)about)the)drum)sound.) It)opens)up)other)things.)He)was)a)good)enough)drummer)not)to)need)them.)So)that)whole)record)has)got)no)drum)samples)on)it,)for)that)genre)its)unheard)of)these)days.) Its) pretty) rare,)when) its) crazy) because) people) do) it)without) thinking.) Its)like) a) rule) of) thumb)now,)were) going) to) replace) the) kick,) rather) than) thinking)does) it) need) it?) I) think) that’s) really) cool,) that’s) moving) forward,) use) the)technology,)use)the)amazing)tools)that)are)coming)out)but)for)the)right)reasons,)not)the)wrong)reasons.))
HM) makers) tend) to) follow)trends) rather) lead.) This)applies) to) how) it) is)commonplace) to) simply)replace) percussive) elements)or) guitar) sounds) rather) than)record) in) a) successful) way.)Technology) is) not) used) to)create) a) sound) it) is) used)because) it) is) often) expected)to)be)used,)predetermined)by)trends)in)music.)))))When) people) choose) the)extreme) opposite) it) also)presents) the) same) problem.)It) is) limiting) because)what) if)we) need) to) use) that)technology?))))))))))








%I:)Could)you)tell)me)about)your)first)steps)into)music)production?))ME:)Right,)well) I) grew)up)knowing) that) I)may)want) to) be) in) a) band)but)never)made) it)because)unfortunately) I)was) the)keyboard)player.)Sort)of)stuck)next) to)the)trombonists)in)the)queue)so)I)did)music)A)Level)I)then)couldn’t)see)a)way)into)the) industry) and)worked) for)my) dad) for) a) few) years) doing) electronics,) which)actually)gave)me)a)really)good)grounding,)which)when)I)get)round)to)it,)actually)helped)secure)me)one)of)my)first)rungs)on)the)ladder.)I)decided)to)try)and)get)in)to)studios,)wrote)lots)of)letters)and)never)got)anywhere.)Didn’t)really)know)what)I)wanted)to)do)I) just)knew)I)wanted)to)be)involved.)And)then)I)was)talking)to)a)guy) from) a) company) called)New)England)Digital)who) did) this) thing) called) the)synclavia,)and)at)the)time)I)thought,)hmm)yeah)maybe)I)want)to)get) into)sound)for)picture)and)I)spoke)to)this)guy)and)they)had)an)office)in)England)at)the)time.)He) said,) aw) you’ve) got) to) go) out) to) Florida.) He) said) ‘I’ve) just) been) over) on) a)month)training)course)it’s)absolutely)brilliant’.) I)ummed)and)ahhhed)and)then)I)went)on)a)one)month)production)course)in)Kingston)on)Thames)and)from)there)I)think)I)realised)that)this)is)the)world)for)me.)And)as)I)say)it)was)a)few)years)later)from)when)I)first)worked)out)what)I)kind)of)wanted)to)do.)I)went)out)to)Florida)and) I) did) the) full) sail) course) and) immediately,) the) first) day) I) was) in) a) studio)recording)a)band) it)was) like)Yeah,) this) is)what) I)want) to)do.)So) I)did) the)entire)course,) I)had)some)fantastic) instructors)and)friends,) I’ve)still)got) friends)22/23)years) later) that) I) talk) to) on) a) regular) basis,) some) are) still) in) the) industry) and)some) are) selling) motorbikes) but) were) all) really) good) friends) and) it) was) an)immensely)fulfilling)bonding)experience)for)me,)from)that)I)went)up)to)a)studio)in)NY)state)which)one)of)the)guys)had)come)down)to)learn)how)to)do)recording)to)go)up)there.)He)said)to)the)owner,)this)guys)really)good)and)I)got)on)really)well)




Ozzy)and)shit)like)that.)He’s)starting)to)get)used)to)the)fact)now,)its)actually)ok)to)do)this.)Its)brilliant)I)am)chuffed)to)bits)for)him.)He)is)going)to)go)down)his)own)path,)I’d)hate)for)him)to)get)into)the)music)industry)because)I)think)it’s)dying)on)its)arse.)Almost.)May)be)coming)back.)The)fact)that)vinyl)is)coming)back)is)a)good)sign)that)stuff)is)getting)sold.)Yeah,)I’m)pleased)and)I’m)pleased)that)he)has)found)friends)that)are)into)it.)Its)almost)like)when)I)was)at)school,)you’d)bring)an)album)in)and) lend) it) to)a)mate.)At) the)moment) its)memory)sticks)or)here’s)a) link) to)a)download)site)but)its)getting)better.)He’s)good,)he)will)come)downstairs)and)go)here’s) a) tenner) dad,) ive) just) ordered) an) album) cos) its) on)my) iTunes) accounts.)Wow,) I) must) be) doing) something) right.) Its) really) cool.) I) am) pleased) with) the)youth)of)today)that)there)is)a)massive)insurgence)of)rockers)really.)))I:)…)I) think)that’s)why)people)want)to)make)their)own)music)at)home,)and)this)portable)technology)going)on)and)so)much)music)available)to)us.)ME:)I)get)educated)every)single)day.)Someone)will)post)something)and)I’m)lucky)that) ive) got) into) it) through) some) strange) coincidences) and) I) don’t) know) that)many) bands.) There) are) people) that) Russ) [Russell]) and) Andy) [Sneap]) will) talk)about) and) I’m) like…) But) I) happen) to) have) been) lucky) enough) to)work)with) a)couple)of)big)ones.)I) just)understand)it.)Its)something)that)is)a)massive)massive)community)of)people)and) I) think) they)are)all) really) supportive.)Yeah) there)are)the)odd)haters) that) I) just) can’t) fucking)deal)with.)But)most)people)are) just) like)YEAH)YEAH.)I)won’t)go)in)a)mosh)pit,)I’ve)got)a)bad)back.)I:)We’re)both)too)old)for)that!)ME:)I)think)its)great,)a)great)sort)of)angry)music)but)it)can)be)so)lovely)as)well.))))))
)))Vinyl)shows)that)music)is)still)selling.) Technology) is)important)for)sharing)music.)))))))))))










Discourse!)))I:)Can)you)tell)me)about)your)first)steps)into)music)production?))MF:)I)used)to)be)in)a)band)called)Skindred)and)we)landed)a))bit)of)a)production)deal)with)a)major)label)and)they)gave)us)some)money)to)do)some)demos.)Instead)of) going) to) a) studio) and) doing) those) demos) we) bought) some) equipment) and)recorded)our)own)demos)basically.)Bought)a)bit)of)gear,)figured)out)how)to)use)it,)and)that)way)we)were)able)to)sort)of)do)it)every)single)day.)Having)a)rehearsal)space)which) become)NotQinQPil) studios) later.) That)was) really) the) first) steps) of)getting) into) the) production,) engineering) side) of) things.) Making) mistakes) and)trying)to)correct)them)on)the)next)one.))I:)Is)there)a)key)moment)you)remember?))MF:) Yeah.) Again) that) was) with) Skindred.) When) we) were) in) a) studio) in) Los)Angeles)called)Bay)7.)The)first)time)I)saw)Pro)Tools)TDM,)the)old)888s.)When)I)first) saw) that) working) alongside) a) G4.) I) think,) back) then,) like) 2000,) it) was)probably)the),)that)was)the)turning)point)with)digital)right)there.)Pro)Tools)sort)of)took)over)the)world)and)replaced)the)tape)machine.)Even)though)we)recorded)everything)in)that)band)to)tape,)then)everything)got)bounced)back)into)Pro)Tools)for) the) mix,) that) was) the) turning) point) where) I) decided) I) don’t) want) to) play)drums) any)more.) Came)back) from) recording) that) album,) did) a) few) tours,) then)enrolled)in)University)to)do)a)music)tech)course.)))I:)Was)there)a)reason)for)recording)to)tape)then)to)Pro)Tools?))MF:)That’s)how)America,)still)80%)of)studios)in)America)do)that.)It)was)recorded)




thing)you)could)record.) )When)Black)Sabbath)and)Iron)Maiden)were)first)about)that)was)to)tape)so)yeah)it)has)changed)over)time.)Iron)Maiden)especially,)how)good)were)they.)I)went)to)see)them,)I)went)up)and)they)blew)my)head)off.)It)can)be) done) [tracking) live].) They) are) pretty) special) though.) I)mean) that’s) the) first)time)I)saw)them,)and)it)took)my)head)off.)That)is)what)everyone)goes)on)about.)Iron)Maiden)were)about)the)same)time)as)punk.) I)don’t) like)the)kids)who)wear)maiden)t)shirts,) I’m) into)the)pistols) I)am.)Literally) I)don’t)even)know)how)I)got)into)this)metal)thing.) I’ve)got)a)couple)of)records.)When)I)saw)them,)that’s)why)they) are) that) big.) If) you) recorded)what)was) coming) off) that) stage) it)would) be)amazing.)))
I:# Do# you# think# that# signifies# how# metal# has# changed,# especially# with#
production?#You#couldn’t#do#that#with#many#bands#now#could#you?#
#
MF:# No,# so# are# you# trying# to# get# at# that# its# production# that# stops# people#
getting#better?#It’s#a#good#argument.#)I:)I)don’t)know,)what)do)you)think?)))MF:)I)think)it)is)probably)having)a)lot)to)do)with)it.)Definitely.)What)I)liken)it)to)is)when)we)had)our) first) jam)in)here)with)another)band)I)was) in)called)Dub)War.)Benji)came)in)and)had)a)jam)and)he)started)to)sing,)we)had)this)shitty)old)PA)with)one)input.)We)were)jamming)this)track)called)respected.)We)didn’t)have)a)delay)unit)or)anything)and)Benji)was)singing)and) I) could)hear)all) these)delays.) I)was)like,)what) the) fuck,) has) any) plugged) a) delay) unit) in?) Benji) said) no) I) am) doing)them.)He)was)doing)the)delays)with)his)voice.)That’s)how)they)all)do)it)isn’t)it?)No)it’s)a)piece)of)equipment.)Tape)delays.)Well)I)didn’t)know)that.)But)he)has)learnt)that)off)his)favourite)record.)So)there)are)no)limits)really.)Musicians#get#better,#
kids# are# like,# fucking# hell,# that’s# unbelievable.# They# are# playing# along# to#
)))))))))))Couldn’t)record)live)now.)))Does) production) stop) bands)getting)better?))))))))))))Musicians) get) better,) use) the)technology) to) improve) on)






Discourse%))I:)Could)you)just)tell)me)a)little)bit)about)your)first)steps)into)music)production.))DC:) I)mean) I) come) from,) before) I) started) getting) into)music) production,) I)was)interested)in)HiAFi)as)a)kid.)My)dad)had)a)reel)to)reel)tape)recorder)so)I)played)around) with) that) doing) some) sound) on) sound) and) so) on.) Then) at) University)doing)something)completely)unrelated)I)got)involved)in)the)radio)station)and)the)PA)doing)live)sound)for)things.)And)then)for)the)recording)side)I)started)getting)involved)when) I) left) university) I) wanted) to) work) with) some) friends) who) had)bought)some)recording)gear)for)their)band.)We)decided)to)put)that)out)as)a)small)studio,)using)that)equipment)and)buying)more)stuff,)put)it)into)premises)and)set)up)a)studio.)Learning)by)doing)that.)That)was)8Atrack)tape)machine)based)with)a)Fostex)M80.)Small)studio.)Did)that)for)quite)a)few)years)built)that)up)a)little)bit.)Started) working) as) a) house) engineer) and) then) went) selfAemployed.) The) first)studio)was)a)partnership)with)friends)and)colleagues,)then)I)went)self)employed)as) an) engineer/producer) and) started) working) in) Square) Centre) Nottingham.)Large)studio,)which)was)2Ainch)tape)based)with)a)large)format)console,)with)an)AMEC)desk.) So) I) started)on)homebrewAish) semi)pro) stuff) and) then)moved) into)the)tail)end)of)the)analogue)world.)))I:)Was)there)a)key)moment)you)remember)deciding)this)is)what)I)want)to)follow)as)a)career?))DC:)I)suppose)listening)to)music)in)the)80’s.)I)thought)most)of)it)was)absolutely)appalling)and)thought)I)could)do)a)lot)better)job)than)what)I)was)hearing)on)the)radio.)That)was)part) of) the) impetus,) certainly) from)a)HiAFi)point)of) view) there)was)a) lot) lacking)in)the)music)coming)out)that)I)was)hearing.) ) I) think)that’s)the)




mic’d)up)and)gated,)amazingly)tuned)drums)which)really)to)get)the)modern)metal)sound)you’re)really)talking)triggers.)You’re)talking)a)lot)of)editing,)a)lot)of)gating)of) toms) and) so) on,) so) it’s) a) very) produced) sound) on) the) technological) side) as)apart)from)the)musical)side)and)even)with)programs)with)some)degree)of)editing)to) get) things,) for) the) recording) things) you) do)want) to) show)what) that) fill) and)things)feel)like)usually)at)least)some)if)not)a)lot)of)editing,)whatever)level)of)band)youre) going) on) in) terms) of) the) level) of) performance,) to)make) things) tight) and)square.)So)I)do)think)it)is)a)much)more)marked)effect)on)metal)than)it)is)on)other)genres)although) it)has,) if)you) listen) to)somebody’s)home)recording)of)a)pop)or)rock) band) today) compared) to) what) they) had) done) on) a) Fostex) 4Atrack) tape)machine,) some) tape) demo’s) in) the) 90’s) were) shocking,) you) could) hardly) hear)what)the)instruments)were,)stuff)like)that,)the)technology)was)just)so)bad)but)so)it)has)been)a)huge)increase)for)everybody,)but)I)think)you’re)right,)I)think)metal)has)drawn)more)from)this)than)other)genres.))))I:)Would)you)say)it’s)embraced)it)more)along)the)way?))DC:) Yeah) I) mean,) things) like,) and) the) musicians) I) think,) talking) to) other)producers) particularly) in) metal,) some) of) the) tools) you’ve) got) like) autotune,)you’ve)got)drum)editing,)drum)replacing)and)to)start)with)I)think)most))were)‘ive)got)to)break)it)to)the)singer)or)drummer)that)ive)got)to)use)technology)to)make)your)thing)better)and)you)kind)of)nervously)go…)I)think)I)want)to)edit)the)drums)just)to)tighten)them)up’)and)they)go)‘ah)no)that’s)my)performance,)that’s)what)I)did’) or) people) would) be) insulted) but) almost) universally) I’ve) found) that,)particularly)in)metal,) that)people)are)going) ‘ah)brilliant,) I)was)hoping)you’d)say)that’)or)‘great,)yeah,)make)it)sound)better’.)So)people)have)been,)they)know)what)they)are)hearing) in) their)heads)and)what) they)are)hearing) from)other)bands) is)tighter)and)nowadays)they)probably)already)know)its)been)edited)and)processed)as) well.) But) even) at) the) beginning) people) were) already) wanting) to) use)
expected) so) this) influences)the) level) of) editing) and)production.) Metal) has)embraced)the)technology)and)what) it)can)do) far)more)than)other)genres.)))))))))))))Musicians) expect) to) be)‘edited’,)particularly)in)Metal.)Musicians) want) to) sound)‘better’) (Performance) and)Sound).) Due) to) expectations)possibly.) Metal’s) reality) is)questioned?))People)know)that) technology)has) influence) over) the)performance.)No)taboo.))
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